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PREFACE. 



As very few teachers would deem it wise to choose Smilia 
©alotti for high-school reading, this edition has been pre- 
pared largely for such College students as have sufficiently 
mastered the elements of the German language to be able 
to read this drama as a classic. The notes are therefore to 
a great extent devoted to the dramatic technique of the 
work, and to such suggestions in regard to the development 
of the characters as are most often overlooked by students. 
Since Lessing's language is on the whole clear and simple, I 
have tried to draw the attention of the Student merely to 
such words or passages as are peculiar to him, or to the 
language of the last Century. 

*The basis of the text is the Lachmann-Muncker edition of 
Sefftng, H> 377 _ 45°- The deviations from it are only those 
of orthography and punctuation. In orthography I have 
adopted the Prussian System of spelling, and I have changed 
Lessing's punctuation so as to make it to conform to mod- 
ern usage. It is well known, for instance, that Lessing often 
uses a semicolon where we should use a simple comma, and 
that many of his commas would to-day seem superfluous. 
And yet I am fully conscious of the dangers of such a 
change, especially so in Lessing, whose punctuation is in 
many cases as individual as his style. It was only the con- 
viction that the Student would on the whole be misled 
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IV PREFACE. 

rather than helped by a reproduction of Lessing's punctua- 
tion, that induced me to undertake the change. 

The introduction assumes a general knowledge of Les- 
sing's life and times, such as any one of the populär English 
biographies of Lessing would furnish. In referring to the 
various opinions of the critics on the disputed points of the 
drama, I have avoided exact citations, because I have had 
in mind the general point of view taken by them, rather 
than any individual passages. 

The bibliography appended to the notes lays no claims to 
completeness, but contains the most important books and 
essays on (Smilia ©alotti. I have consulted, more or less, 
all the works mentioned in this bibliography, and herewith 
acknowledge my indebtednessto them. The point of view 
arrived at in the introduction is, as far as I know, not in- 
fluenced by the ideas of any Single work or essay, but is 
rather based upon a careful consideration of the most im- 
portant thoughts advanced by the various critics of the 
drama. 

I owe special thanks to Professors Calvin Thomas, Ge<5rge 
Hempl, Alexander Ziwet and George A. Hench of the Uni- 
versity of Michigan, who have kindly read my manuscript, 
and who have given me many valuable suggestions. 

Max Winkler. 
Cambridge, Mass., August, 1895. 



INTRODUCTION. 



I. THE COMPOSITION OF THE DRAMA. 

Emilia Galotti is, as regards its structure, the maturest 
dramatic production of Lessing. He worked upon it, off and 
on, for fully fifteen years, carried it with him on all his travels, 
considered and reconsidered every detail, so that the drama in 
its final form is the product of his strengest critical and creative 
faculties. During these fifteen years he devoted his most 
serious study to the drama, and his vigorous and on the whole 
just attacks on the false dramatic principles then current in 
Germany, form one of the most heroic chapters in the literary his- 
tory of that country. These attacks were not merely negative, 
but also established dramatic principles, most of which are as 
valid to-day as they were for Lessing's time. It is according to 
these principles, most fully expressed by Lessing in his §atn= 
&UT<jtfd)e Dramaturgie, that we shall discuss and interpret his 
tragedy. He wrote it with the direct intention of giving to his 
nation a model drama, which was to exemplify in its general 
outlines as well as in its minutest details all the important 
dramatic laws for which he so zealously contended. It is his 
most carefully constructed work, and there is hardly a drama in 
the German language which requires such close attention to the 
smallest touches of the poet as ©tntüa ©alotti. 

In the year 1750 the Spanish poet Don Augustino de 
Montiano y Luyando published his drama " Virginia," which 
was translated into French by Hermilly in 1754. This French 
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translation of Montiano's drama Lessing read, and possibly the 
thought of writing a German drama on the same subject 
occurred to him at that time. At any rate, in 1754 he criticized 
Montiano's drama very favorably in his £l)eatra(ifd)e SBt&liotljef, 1 
a Journal recently established and edited by himself, which was 
intended to give a critical history of the theatre of all times and 
all nations. Montiano's drama was written according to the 
strict rules of the French classic theatre, and Lessing's favorable 
opinion of it was due to the fact that he was then still under 
the influence of Gottsched and the French classicists. When 
thirteen years later he again criticized this same drama in the 
^am&UTCjifcfje Dramaturgie, 2 his antagonism to the French classic 
drama led him to revoke his former favorable estimate of it. 

The first time we hear of Lessing's intention to write a drama 
on the Roman Virginia is in 1757. In that year the Berlin 
book-seller and critic Friedrich Nicolai, as editor of the SBiblto* 
t$ef bcr frönen SBtffenfdjaften, ofFered a prize of fifty Thaler for 
the best German tragedy. For this prize Lessing intended to 
compete, and so referring to himself in the third person, he 
writes Oct. 22, 1757, to his friend, the Jewish philosopher Moses 
Mendelssohn of Berlin : " Another young man is working here 
on a tragedy which might perhaps prove to be the best of all 
(the competing ones), if he had a few more months' time to 
spend upon it." 3 

Nov. 25, 1757, Lessing writes on the same subject to Nicolai 
as follows : «« The tragedy on which a young man of this place 
is still working, you shall have in three weeks, etc." * But the 
work did not progress as rapidly as Lessing had expected, and 
so the prize was awarded to the promising young poet, von 
Cronegk, for a tragedy entitled $obra3. 

1 Seffmg« SBerle, Lach mann- Muncker Ed., Vol. VI, 70-120. 
* ÄeffinflS SBerfe, Lachmann-Munckcr Ed., Vol. X, 74-75. 
» £efftngft SBerfe, Hempel Ed., XX 1, 138. 
« Seffittfl« SBerfe, Hempel Ed., XX 1, 139. 
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A short dramatic dialogue between two clients of the Roman 
decemvir Appius Claudius has come down to us, and has for 
many years been regarded as a fragment of the Virginia drama, 
on which Lessing was at work in 1757. 1 But Gustav Roethe 
has discovered that this scene is not Lessing's original compo- 
situm, but merely a literal translation of the opening scene of 
Samuel Crisp's drama ««Virginia." Through the influence of 
powerful friends this weak drama was produced in Drury Lane 
Theatre, Feb. 25, 1754, with Garrick playing the role of Vir- 
ginius. Lessing's translation of the first scene must therefore 
have been written sometime after the representation of Crisp's 
drama. This bit of translation, together with his criticism of 
Montiano's drama (1754), clearly indicate his great interest in 
the theme between the years 1754 and 1758, although they 
do not throw any light upon his earliest conception of the 
drama. It is very likely, however, that he intended at first 
to follow the Roman story quite closely. The reasons which 
then attracted Lessing to this subject are clear. He was 
at that time a great admirer of the social and political virtues 
of antiquity and especially of Rome, and in fact dramatized a 
contemporaneous event which was suggestive of Roman heroism. 
So the brilliant dramatic fragment ©antuet Öenji (1753) arose, in 
which that brave Swiss patriot was conceived as a sort of 
modern Brutus; we also have from the year 1756 or 1757 the 
sketch $aä befreite Sftom, which treats of the story of Lucretia, of 
the expulsion of the Tarquins and of the establishment of 
Roman freedom through the patriot Brutus — a theme closely 
related to that of Virginia. 

At the beginning of 1758 Lessing seems to have completely 
changed his plans in regard to his drama SBirgim'a. For on Jan. 
21 of that year he writes again to Nicolai : «« He (the dramatist) 
works pretty much as I do. Every seven days he writes seven 
lines. He constantly extends his plan, and constantly rejeets 

1 Lachmann-Muncker Ed., III, 359-360. 
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again something he had written. His present subject is eine 
bürgerliche SBtrgima, whom he has called Etniiia GcUotti. 
He has freed the story of the Roman Virginia from all that 
which made her interesting to the whole State. He believed 
that the fate of a daughter who is killed by her father, to 
whom her virtue is more precious than her life, was in itself 
tragic enough and amply able to move the whole soul, even if 
no overthrow of the entire Organization of the State followed 
thereupon. His plan is a tragedy of only three acts, and he 
uses without any scruples all the liberties of the English 
stage." ' 

It is very likely that the drama as sketched in the above 
letter, resembled in its general outlines the present drama. 
After 1758 Lessing seems to have done little or nothing upon 
this work for almost ten years, in the course of which time his 
powers as a dramatist and critic became considerably enlarged 
and strengthened. He resumed the work during his residence 
in Hamburg (1 767-1 770), when he extended it to five acts. 
The main reason for then taking up again his long neglected 
work, was the conviction that the only way to give force and 
meaning to the dramatic laws which he was laying down in his 
$ambuT(jtf{f>e Dramaturgie, was to write a tragedy in which these 
laws were correctly applied. Also his defiant antagonism to 
the most celebrated French dramatists and critics demanded for 
its justification some dramatic work from his own pen. Be- 
sides, he feit a natural desire to do something more for the 
Hamburg theatre than merely to eritieize the produetions of 
others which appeared upon that stage. It also oecurred to 
him that his (Smilia ©alottt would be particularly well suited 
for some of the actors of the Hamburg theatre. All these con- 
siderations induced him to rewrite his drama, not with any in- 
tention of Publishing it, but simply for the use of the Hamburg 

* Hempel Ed., XX 1, 145. 
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stage. But the rapid failure of the Hamburg national theatre 
(1769), for which Lessing had entertained such high hopes, so 
disheartened him that he again laid aside his drama and re- 
turned to his archaeological studies. Moreover, the catastrophe 
of the drama, namely the death of Emilia at the hands of her 
father, troubled him greatly. This deed, in order to be en- 
tirely devoid of any appearance of brutality, had to be so con- 
nected with the events and characters of the drama as to seem 
the inevi table outcome of the Situation. As was Lessing's habit 
in such cases, he stopped writing on the drama, but carried this 
difficult problem in his mind. It was not tili the winter of 
1 771-1772, that he found time and inclination in the solitude 
of Wolfenbüttel to finish his work. He himself teils us in a 
letter to his brother Karl l that neither the drama of 1758 nor 
the Hamburg version of 1 768 was of use to him in the final 
recasting of his work. The drama was finished in Feb. 1772, 
and was first represented in Brunswick, March 13, 1772, in 
honor of the birthday of the dowager duchess. Lessing had 
some doubts about the propriety of representing it before the 
court, and so he sent the first three acts of the play to Duke 
Karl, asking him whether the tragedy was sui table for the 
occasion. No objections were raised, and the drama was played 
before the ducal family. Lessing was not present at the Per- 
formance. It was soon afterwards produced in the great cities 
of Germany : in Berlin, Hamburg and Vienna, with more or 
less success. In our Century, though produced occasionally, it 
has never become populär. For the critics this drama has been 
a bone of contention ever since its appearance. It has been 
enthusiastically praised by some and severely attacked by 
others. The poetic circle at Göttingen (1772) was most 
favorably disposed toward it ; Wieland, Mendelssohn and 
Nicolai praised it unstintedly ; Herder, Goethe, Schiller and 

1 Hempel Ed., XX i, p. 483. 
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Friedrich Schlegel assumed a more reserved attitude toward it, 
praising it on the technical side, but regarding it as an artificial 
production, as a carefully planned work of reason rather than as 
a drama of genuine poetic inspiration. The critics of our Cen- 
tury have added very little of vital importance to the views of 
Lessing's contemporaries. Some have admired it, others have 
attacked it, according to their individual critical Standpoint. 

II. SOURCES OF THE DRAMA. 

The original source for the story is Livy in his history of 
Rome, III, § 40 ff. It is in brief as follows : During the de- 
cemvirate (451-449 b.c.) there was serving in the army a well- 
known brave centurion, named Virginius. He had a daughter 
Virginia, who was betrothed to L. Icilius, once a populär tribune 
of the people. Of this girl Appius Claudius, the powerful de- 
cemvir, became enamored, and not being able to win her by 
bribes, he determined to have recourse to violence. One day, 
as the maiden attended by her nurse was going to school, Mar- 
cus Claudius, a client of the decemvir, laid hands on her and 
claimed her as his slave, in accordance with a previous agree- 
ment between himself and his master. The nurse cried for help, 
a crowd gathered around them, and all went before the judgment- 
seat of the decemvir. In his presence Marcus Claudius repeated 
the tale he had been taught, viz. that Virginia was the child of 
one of his female slaves, and that the wife of Virginius, having 
no children, had obtained this child from its mother, and had 
presented it to Virginius as her own. He further stated that he 
would prove this to Virginius as soon as he returned to Rome, and 
demanded that the girl should meanwhile be handed over to his 
custody. Appius Claudius, fearing a tumult of the people, said 
that he would let the case stand tili next day, but that then, 
whether her father appeared or not, he would execute the laws. 
At the same time he sent word to his colleagues in the camp to 
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detain the father in the army, but the messenger arrived just 
after Virginius had obtained his leave of absence. Early next 
raorning Virginius and his daughter came to the forum with 
their garments rent. Appius knew that, if he allowed the matter 
to come to a formal investigation, the father would unmask the 
plot ; for this reason, without suffering Virginius to make his de- 
fence, he hastened to give sentence, declaring it to be his con- 
viction that the maiden belonged to his client. The people 
were aroused at this monstrous defiance of all law, but the de- 
cemvir, fearing a riot, had brought with him a large body of 
patricians and their clients, and feeling strong in their support, 
he ordered his lictors to disperse the mob. The people drew 
back, leaving Virginius and his daughter alone before the 
judgment-seat. All help was gone. The unhappy father then 
asked the decemvir to be allowed to speak one word to the 
nurse in his daughter's hearing, in order that he might ascer- 
tain the truth. The request was granted. Virginius drew them 
aside, and snatching up a butcher's knife from one of the Stalls, 
plunged it into his daughter's breast, exclaiming: " This is the 
only way, my child, to keep thee free." With the bloody knife 
in his hand, he rushed to the gates of the city unopposed, and 
returned to the camp. His comrades espoused his cause, 
marched to Rome, and compelled the decemvirs to resign. Vir- 
ginius afterward accused Appius Claudius of violating the laws, 
and ordered him to be thrown into prison to await there his 
trial. But the proud patrician, seeing that condemnation was 
certain, put an end to his life. 

These are briefly the events related by Livy, and the first in- 
tention of Lessing was to dramatize this story and make out of 
it a political tragedy . But, as we have seen, he changed his plan 
entirely at the beginning of 1758, determined to modernize the 
story, to omit the political side of it, and to transform his hero- 
ine into eine bürgerliche SBirgmia. The reason for this fortunate 
change of plan is to be found in Lessing's remarkable critical in- 
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sight into dramatic problems. He was well acquainted with 
several tragedies which had followed Livy's story closely, and 
had made its political side quite prominent. So, for instance, 
the Spaniard Montiano tried, and tried in vain, tounite dramati- 
cally the two elements in the Roman story, the death of Virgi- 
nia and the overthrow of the power of the decemvirs. But as a 
matter of fact, there is no necessary inner connection between 
the death of the daughter and the overthrow of the decemvirs. 
We have here really two distinct, to some extent quite indepen- 
dent events, which, owing to many other coexisting circum- 
stances related by Livy, are brought into close relationship. 
The mere fact that a father kills his own daughter because her 
honor is in danger, does not of necessity bring about an over- 
throw of the government. To make such a revolution seem 
necessary, the dramatist would have to depict all the attending 
conditions which could bring two such independent catastrophes 
into a relation of cause and effect to each other. This the pre- 
decessors of Lessing had not succeeded in doing, and therefore 
the sudden overthrow of the government with which their dramas 
end, has no tragic necessity, and is merely a loose appendage. 
It was this dramatic weakness of his predecessors that Lessing 
clearly saw and tried to avoid. For him, the careful Student of 
Aristo tle's Poetics, unity of action was the most important of 
all dramatic laws, and he saw that to introduce the political 
dement of Livy 's story into his tragedy, would imply an enlarge- 
ment of the subject, which it would be difficult, perhaps impos- 
sible to treat successfully within the narrow compass of three 
or nve acts. Even Schiller with his powerful dramatic genius 
could not treat of great political upheavals without sacrificing or 
weakening thereby the unity of action of his dramas. gie§fo, 
SBaüenftein, SBilljefat £ell, all suffer more or less from a duality 
of interest. How much stress Lessing laid at that time upon 
unity of action, can best be seen in his unique drama SßtjüotaS 
which appeared in 1759. It is a tragedy of one act, and its ac- 
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tion is so concentrated, so reduced to the representation of the 
barest essentials, the style is so epigrammatic that the work 
impresses us as highly artificial, although it shows us how hard 
Lessing was then struggling to attain to the directness and close- 
ness of structure of the ancient Greek drama. 

There is also another reason why Lessing determined in Jan. 
1758, to simplify and modernize Livy's story. Lessing stood 
at that time under the influence of the English stage, and of 
Diderot, one of the greatest French critics of the i8th Cen- 
tury. How deeply Lessing feit himself indebted to Diderot, is 
best seen from his own words written shortly before his death, 
in 1781 : "For be my taste what it may, I am nevertheless 
but too clearly conscious of the fact, that without Diderot's ex- 
ample and teachings it would have received a quite difFerent 
direction, perhaps a more individual one, but hardly one with 
which my understanding would, in the end, have been more 
contented." * 

In 1 760 appeared Lessing's translation of Diderot's drama 
«« Le Fils Naturel," and of his dialogues, called "Entretiens" 
0757)« These dialogues contain the gist of Diderot's drama tic 
ideas, which made such a deep impression upon Lessing. 
Throughout the whole work Diderot preaches naturalness. He 
urges his countrymen to abandon the conventionalities of the 
French classic stage, which chose as its heroes only the lofty 
characters of classical antiquity, and which treated in the 
elevated style of a Corneille or a Racine of passions which were 
untrue or extreme, and hence incomprehensible and indifferent 
to the great mass of the people. He wishes to emancipate French 
drama from this formal dement, insists upon the treatment of 
the great and universally true human passions as the prime ob- 
ject of the drama, and demands that the dramatic form and 
language become the free and natural expression of genuine 

1 Lacbmano-Muncker Ed., VIII, 288, 
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human emotions. When Diderot admires the classic Greek 
drama, it is not because it treats of semi-divine heroes, or 
because of its peculiarly beautiful form, but because of the 
universal significance of the passions developed therein. So 
he urges that the drama, in order to become an efficient 
agent for good in society, should choose such themes as will be 
most easily understood by the people. He is therefore op- 
posed to subjects taken from classical antiquity, and regards the 
various conflicts of family life as subjects best fitted for modern 
tragedy. Such tragedy he calls " trag6die bourgeoise." Les- 
sing well expresses this same point of view in his Dramaturgy. 
He says : «' The names of princes and heroes may lend pomp 
and majesty to a play, but they contribute nothing to our emo- 
tions. The misfortunes of those whose circumstances most re- 
semble our own, must naturally pene träte most deeply into our 
hearts, and if we pity kings, we pity them as human beings, and 
not as kings. Though their position often renders their mis- 
fortunes more important, it does not make them more interest- 
ing. Whole nations may be involved in them, but our sympathy 
requires an individual object, and a State is far too abstract a 
conception to touch our feelings." l 

Accordingly, Lessing resolved not to write a Roman tragedy, 
but a modern one — a «« trag6die bourgeoise" — based merely 
upon the tragic dement that touched him so much in Livy's 
story. It was the terrible conflict in a father's soul that became 
essen tial to him, and not the fact that the action took place in 
the heroic days of the early Roman republic. Therefore hewrites 
in Jan. 1758, to Nicolai: ««The fate of a daughter who is 
killed by her father, to whom her virtue is more precious than 
her life, is in itself tragic enough, and is amply able to move 
the whole soul." 

Thus, with the intention of simplifying and humanizing the 

1 Lachmann-Muncker Ed., IX, 239. 
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old story, it was of course necessary for Lessing to change the 
names of the Roman characters, and to determine upon a time 
and place of action. Lessing chose a petty Italian court of the 
I7th Century. Why did he do so? Why did he not lay the 
scene at some German court of his own day ? The reason is 
clear. Germany seemed to Lessing an unsuitable place for the 
scene of action, because, owing to the notorious licentiousness 
and absolutism of many of the German courts of his day, the 
attack would have been too obvious and might have involved 
him in unnecessary difficulties. An insignificant unhistorical 
prince of some foreign obscure country was just as suitable for 
his poetic purposes as a very well known sovereign, and it was 
certainly much less dangerous to represent such a prince at that 
time. Lessing needed an absolute ruler for his drama, because 
the violent deeds which occur in it would have been impossible 
under a just constitutional government. So the action very ap- 
propriately takes place during the era of Louis XIV, •• le grand 
monarque," who raised absolutism to a principle, and whose 
splendid but frivolous court of Versailles so many minor 
princes of Europe tried to emulate. Besides, Italy was pre- 
eminently the land where mercenary bandits of the type of 
Angelo and Pirro were common. Moreover, Germany was 
hardly the country to produce a prince such as Lessing needed, 
a weak, impulsive, self-indulgent prince, but still a man of 
culture, of a charming personality and, even in moments of 
extreme passion, of exquisite refinement. It is true that 
Augustus II and Augustus III of Saxony probably suggested to 
the poet some traits with which he endowed his prince, but 
only the rapidly decaying renaissance culture of Italy, such as 
existed during the I7th Century, could produce a man morally so 
weak and corrupt, and yet personally so attractive as Lessing's 
Hettore Gonzaga. Even the much healthier renaissance of the 
15Ü1 and i6th centuries often developed tyrants, who dis- 
played that same combination of refinement and sensuality as 
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Lessing's prince. The houses of Medici and of Este, for ex- 
ample, have produced several such types. But with the excep- 
tion of the prince, the characters and the general spirit of the 
piece are German, and accordingly, the younger contemporaries 
of Lessing, the poets of the '«Storni and Stress" movement, 
regarded this drama, notwithstanding its Italian garb, as 
directed against the immorality and tyranny of their own 
princes. They tried to imitate it, interpreted it politically, and 
several anti-tyrannical tragedies appeared during the next ten 
or fifteen years after the publication of (Smüia Qtototti. The 
strengest of these is Schillers Kabale unb Siebe, which, in its 
general outlines as well as in some of its details, shows clearly 
the influence of Lessing's drama. 

Notwithstanding the modernized character of the Roman 
story, the drama betrays even now, in its remodeled form, its 
source. Appius Claudius, the tyrannical, brutal Roman de- 
cemvir, is changed into the prince Hettore Gonzaga of 
Guastalla. The prominent plebeian centurion Virginius we 
have reproduced in the honorable Citizen , colonel Odoardo. 
Virginia, the plebeian girl, corresponds to the bürgerliche 
SBtrgtma, although the character of the latter, for very definite 
reasons, differs from the Roman prototype. Icilius, the young 
Roman tribune, the favorite of the people, somewhat distantly 
corresponds to Appiani, who despises the corrupt tyrannical 
rule of the prince. Marcus Claudius, the servile client of the 
decemvir, becomes the courtier Marinelli, who panders to the 
passions of the prince. Appius Claudius and Virginius, the 
patrician and the plebeian, antagonize each other, because their 
principles and their aims are radically difFerent. Just so 
Odoardo dislikes the prince, refuses to serve under him, and 
opposes him wherever he can, because his lofty coneeptions of 
government differ entirely from the corrupt practices of the 
court of Guastalla. Appius Claudius entertains an illicit passion 
for Virginia, just as the prince does for Emilia, and both the 
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decemvir and the prince feel no scruples about using the abso- 
lute power entrusted to them for the gratification of their 
desires. Virginia is betrothed to Icilius, Emilia to Appiani, 
and finally Virginia is killed by her father, just as Emilia is by 
Odoardo. Both Virginius and Odoardo, different as their char- 
acters are, act at last from the same motive. Orsina is the 
only important character which is an entirely new creation of 
Lessing. From this parallelism it is clear that the main out- 
lines of Livy's story remained unchanged in Lessing's drama. 

Some delicate touches Lessing owes to Montiano. In the 
first scene of the Spanish drama we find a difference of opinion 
between the nurse Publicia and Virginia as to the advisability 
of informing Virginius, who is in camp, of the threatening 
danger. Publicia wishes to let him know of the exact State of 
things, but Virginia, knowing her father's hasty nature, fears 
evil consequences from such a disclosure. 1 We find a similar 
difference of opinion between mother and daughter in Lessing's 
work. Only here the State of things is reversed. The first 
impulse of the daughter is to confess everything which has 
happened in church to Appiani, but Claudia, who is conscious 
of having been the involuntary cause of all this misfortune, 
fears the wrath of Odoardo, and therefore induces her daughter 
to conceal everything from Appiani. 

Montiano conceives Icilius as a brooding lover, who in 
moments of highest hope cannot escape vague forebodings of 
evil. Lessing in his extracts from Montiano's drama once 
refers to Icilius as follows : ««This strengthens the hope of 
Icilius, who now sees himself in a position to bid defiance to 
the greatest dangers, and yet ... his heart is disturbed by a 
secret foreboding that on this day a special misfortune is threat- 
ening him." * This State of mind of Icilius is thus very similar 



1 Lachmann-Muncker Ed., VI, 75-76. 
* Lachmann-Muncker Ed., VI, 90. 
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to that of Appiani, when he first appears upon the scene (II, 7 
and 8). 

Montiano's Virginius has also some traits of character which 
remind us of Odoardo. So Montiano emphasizes the fact that 
the brave Virginius is very jealous of the honor of his family, 
is impulsive and suspicious. 1 These same characteristics we 
find strongly developed in Odoardo, to whose suspicious nature 
Claudia several times refers (see page 28, line 7, and page 30, 
line 17). It is also possible that Montiano's Marcus Claudius 
had some influence upon Lessing's Marinelli. Like Marinelli, 
he is a greater rascal than his master Appius Claudius, and 
arouses the latter to action. Both Claudius and Marinelli en- 
tertain similar views about life and especially about tjie frailty 
of woman. 2 

III. CHARACTERS. 

Emilia. — Lessing is one of the greatest masters of characteri- 
zation in the history of the German drama. His characters in 
Stthma Don SBarnfjehn and in Sfatfym ber SBeife are delineated 
with such force and clearness, that they have been the object of 
admiration and study ever since the appearance of these dramas. 
The same may be asserted of the characters in (£mtüa ©alotti, 
although praise has not been so unanimous here. As to the 
secondary characters there has never been any difference of 
opinion, but Emilia, Odoardo and the prince have given much 
trouble to critics and actors. The numerous discussions on 
these characters all turn more or less about Goethe's famous 
criticism on the drama, and therefore I shall take that criticism 
as the starting point for the interpretation of the principal 
characters 

Goethe says : " The fundamental mistake of this piece is, 
that it is nowhere expressed that Emilia loves the prince, but 

1 Lachmann-Muncker Ed., VI, 91. * See note, page xli of this Introduction. 
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that it is merely hinted at. If that were the case (viz. if 
Lessing had clearly indicated that Emilia loved the prince) , we 
should then know why the father kills her. Her love is indeed 
suggested, first by the way in which she listens to the prince 
and then by the way in which she afterward rushes into the 
room ; for if she did not love him, she would have repulsed 
him ; finally it is also expressed, but clumsily, by her fear of the 
chancellor's house. For either she is a goose to be afraid, or a. 
loose young woman. But if she loves him, she must prefer to 
ask for death itself, in order to escape that house." l 

This question whether Emilia loves the prince or not, has 
given rise to the widest difference of opinion as to her character, 
and hence as to the very nature of the tragedy. Some critics 
believe that to admit such a love is to misinterpret Lessing's 
drama completely ; others again maintain that the very essence 
of the tragic conflict of the drama consists in this semi-conscious 
love or rather attraction of Emilia for the prince. Only the 
dosest examination of the facts of the drama will enable us to 
determine this question. 

It is one of the most important principles of Lessing, a prin- 
ciple which he insists upon in his #amburgifdje Dramaturgie, that 
a tragic hero or heroine must not suffer undeservedly. Spotless 
characters suffering great misfortunes do not arouse our sym- 
pathy, but rather our horror. He says : " A man may be very 
good and yet have more than one weak point, commit more than 
one error through which he throws himself into endless mis- 
fortune, which excites our pity and sorrow, but which is not 
in the least horrible, because it is the natural consequence of 
his error." 2 To make the characters of his drama conform to 
this principle, Lessing found it necessary to change entirely the 
characters as described by Livy. In the Roman story Virginia 



1 »ienterS 2RttteiIungen, II, 663. 

* Lachmann-Muncker Ed., X, 135. (Dramaturgie.) 
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is conceived as a perfectly innocent young girl who falls a victim 
to the tyranny and lust of the decemvir. Her horrible fate, like 
the fate of Lucretia, arouses the people to the highest indigna- 
tion and causes them to throw off the tyrannical yoke. Such a 
heroine Lessing could not use. Instead of persons of super- 
natural nobility and heroism, such as Corneille loved to portray, 
Lessing's principle requires characters, in whom human strength 
and virtue, and human weakness and even guilt are closely in- 
terwoven. Such a character Lessing aimed to portray in Emilia 
Galotti. 

Lessing himself partly characterizes her for us. He says in a 
letter to his brother : * * The maidenly heroines and philosophers 
are not at all to my taste. ... I know of no higher virtues in 
an unmarried girl than piety and obedience." ' She is no 
heroine of classical antiquity, but an Italian girl of the 17A 
Century, the only child of Odoardo and Claudia Galotti, — 
people belonging to the higher middle class of society. By 
nature she resembles her father rather than her mother, and it 
was he who had the greatest influence upon the development of 
her moral character. It was he who inculcated into her those 
severe lessons of virtue, that distrust of things worldly and that 
proud disdain for life itself when honor is at stake, which de- 
termine her action in the most tragic moment of her life. Her 
childhood and her early womanhood were spent in the retire- 
ment and simplicity of country life. Then the somewhat vain 
mother induced Odoardo to allow her and Emilia to live for a 
time in Guastalla, so that the daughter might there enjoy the 
social advantages which could not be obtained in her country 
home. During their residence in the capital Emilia becomes 
engaged to the worthy young count Appiani, who is not 
a subject to the prince, but who came to Guastalla in hopes of 
obtaining a position at the court. The engagement is kept 

i Hempcl Ed., XX i, 482-483. 
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secret, probably because Odoardo and Appiani hate the gossip 
which such a match between a nobleman and a girl of the 
Citizen class would arouse. The relation between Appiani and 
Emilia is not based upon deep passion. They are merely good 
friends. Emilia certainly respects his independence of char- 
acter and his high ideals, her father is delighted with him, her 
mother is proud of such an engagement, so that the union 
promises to become in every way a happy one. Soon after the 
marriage Appiani expects to go with his bride to his estates in 
Piedmont and live there quietly and independently. We may 
assume that he leaves Guastalla for a short time to make at his 
home the necessary arrangements for Emilia's reception. 

During his absence Emilia meets the prince at an evening 
gathering at the house of chancellor Grimaldi. This happens 
probably through the efforts of Claudia, who is vain and am- 
bitious for such social distinctions. Odoardo, however, who 
lives in solitude upon his estate near Sabionetta, knows for 
some time nothing of this meeting. What a deep impression 
Emilia made that evening upon the prince, we learn from the 
opening scenes of the drama. Ever since that meeting, her 
beauty, her charming natural manners and her wit have driven 
every other thought from his mind and have put an end to his 
relations with Orsina. But that very meeting has also pro- 
foundly afFected Emilia. Her father had probably represented 
the prince to her as a thoroughly depraved tyrant, as a man 
whom he feit himself obliged to shun, and to her surprise she 
found a man of a most winning personality, of a refined and 
graceful bearing, and of a captivating eloquence such as she had 
not heard before. If the prince was a tyrant, he was certainly 
an unusually attractive one. With passionate words she her- 
seif teils us the feelings which that evening aroused in her : "I 
have young, warm blood, my father, just as any other girl. 
My senses too are senses. I will answer for nothing. I will 
Warrant nothing. I know the house of Grimaldi. It is a house 
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of pleasure. One hour there by my mother's side, and there 
arose in my breast a tumult which the strictest discipline of re- 
ligion took weeks to suppress " (page 93, lines 10-15). The 
strict discipline of religion of which she speaks can have but one 
purpose — to quiet her conscience. She considers it a great 
wrong that she, the affianced of another, should feel herseif at- 
tracted by the prince, a prince whom her father despises. 
Probably she does not State it to herseif in any such definite 
terms, but she finds that somehow her former peace of mind is 
gone. She feels restless, anxious, and being a pious Italian 
girl, she tries to find relief in prayer and in religious practices. 
She struggles hard to forget the prince, and after a conflict of 
several weeks the impressions of that meeting begin to fade 
away. 

Finally the marriage-day is at hand and she goes in the 
morning to mass to pray more fervently than ever for the grace 
of Heaven. Suddenly, in the midst of her devotions, she hears 
the voice of the prince, hears him ardently confess his love for 
her. She is frightened, indignant, his words are to her the 
worst blasphemy, and yet — she cannot do what her mother 
would have wished her to do, she cannot flash upon him all the 
scorn which he deserves. " Dumb, dejected and trembling, 
she stood there as if she were a criminal hearing her doom " 
(page 48, line 25) . She flees from church, he follows her, but she 
has not the courage to look at him again. In anxious confusion, 
as if she were still pursued by him, she enters her home. She 
then relates to her mother her terrible experience in church : 
" And when I turned, I beheld him. Claudia — Whom child? 
Emilia. — Guess mother, guess! I thought I should sink in to 
the earth. It was he himself. Claudia. — Who, himself? 
Emilia. — The prince " (page 30, lines 10-16) . Her mind has for 
many weeks been so occupied with the prince that she thinks 
that by saying that '* he himself" spoke to her, she fully de- 
signates the person. 



INTRODUCTION. XX111 

What does all this confusion of Emilia in church and on the 
street mean ? How does it disclose to us her feelings toward 
the prince ? Of course her anxiety and helplessness are in part 
due to her youth, to her inexperience, to the suddenness of it 
all, to the religious and moral shock that she, the affianced of 
another, should on her marriage-day be obliged to listen to a 
glowing confession of love from the Ups of no less a person than 
the prince. But these reasons alone are insufficient to explain 
her conduct. We know from what happens later on in the drama 
that she can be resolute, that she can regain her self-possession 
in a short time. Claudia's characterization of her is very true. 
«* She is the most timid and the most resolute of our sex. Un- 
able to master her first impressions, yet after the slightest 
reflection submitting to everything, prepared for everything" 
(page 79, lines 7-10) . When in the last act she learns that she 
cannot flee, she at once resolves to die. Why does she not show 
resolution here? Why does she stand there " dumb and down- 
cast like a criminal " ? The fact that it is the prince of the land 
who speaks to her cannot account for her fear, as Düntzer 
thinks, for she had once met him socially and had conversed 
with him with ease. If she really despised the prince, if his 
personality were entirely indifferent to her, she would soon have 
found words to express her indignation and contempt for him. 
She, however, does not do it, and cannot do it, because that same 
tumultuous feeling which the prince once aroused in her, and 
which it took weeks of religious practice to subdue, returns when 
she sees and hears him. She is divided against herseif; hermoral 
and religious instincts condemn the prince, but the woman does 
not feel herseif free in his presence. It is this conflict of emotions 
that causes her indecision and flight. Afterwards she feels the 
instinct to confess everything to Appiani, and yet she listens but 
too readily to her mother's advice not to disclose this episode in 
the church to him. She respects the superior judgment of her 
mother, and is almost glad to follow it here, because Claudia's 
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explanation of the prince's conduct tends in a degree to quiet 
her conscience. 

What happens later on in the drama shows again what re- 
straint she feels in the presence of the prince ; how his voice, 
his manner, his passionate pleadings overpower her moral will, 
and render her helpless before him. 

After the attack of the bandits, when she hears that she is 
in the villa of the prince, she is filled with terror. The prince 
then appears alone, and after assuring her that her mother and 
Appiani are safe, offers her his arm to lead her to them. But 
Emilia does not believe him ; if nothing has happened to them, 
why are they not here ? The prince urges her again to go with 
him and dispel all her doubts, but his words disturb her more 
than ever, and in her helplessness she cries out : " What shall 
I do?" When the prince asks her whether she suspects him, 
she rings her hands, and kneeling before him begs : " At your 
feet, my lord." The prince Interrupts her, admits that her 
silent reproach is deserved, that he should not have confessed 
his love to her and disturbed her, but in this very confession of 
his wrong, he really expresses again his love in intense eloquent 
language. He then leads her away, though with considerable 
hesitation on her part. Why again this weakness and indeci- 
sion ? Why does she kneel before him and implore him ? She 
now knows the prince, knows of his feelings for her, and yet is 
just as unable to answer him as he deserves, as she was in 
church. She is utterly powerless, begs him to spare her, and 
not to take advantage of her confusion. A little later on she 
somewhat regains her self-possession, for we learn from her 
mother that she speaks to him in a tone which keeps him at a 
distance. 

Finally she meets her father . She forces herseif to appear calm . 
The terrible misfortunes of the day have made out of the in- 
experienced girl a woman fully conscious of her own character. 
Through the various indications of her mother, the plot of Ma- 
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rinelli and the prince against her honor dawns upon her. Hastily 
she reviews her own past conduct, she feels that " her senses too 
are senses," that the prince's personality weakens her moral will, 
that to save her purer seif, she must flee from Guastalla. She 
despises his character, ]j>ut still fears to be left alone with him. 
«'Alone in his hands? Never, father, or eise you are not my 
father." When, however, she hears that under a plausible pre- 
text she must remain in Guastalla, her forced calmness leaves 
her and in her fear and despair she resolves to die. When her 
father teils her of his former inten tion of killing the prince, she 
quickly dismisses that thought. «« This life is all that the 
wicked have," she says. She is unwilling to bring additional 
misfortune upon her parents by approving of her father's des- 
perate thought. She alone wishes to die, for she feels that heavy 
guilt is upon her, that her silence was perhaps the indirect cause 
of the death of Appiani, that through her weakness in the pres- 
ence of the prince her good name and that of her parents are 
in danger. The time is short ; the danger is pressing ; in her 
excitement she exaggerates everything. Do we then wonder 
that she uses every means in her power to incite her father to 
kill her? 

Some critics have maintained that her severe Catholic training 
drives her to despair and death. According to them the Church 
teaches to avoid the world and the easy seductiveness of the 
senses. This teaching, they say, occurs to her in the last mo- 
ment, and rather than expose herseif to such danger, she prefers 
to die. But if Lessing had intended to make this teaching of 
Catholicism so important an dement in his drama, he certainly 
would have indicated it clearly and strongly from the very be- 
ginning. That she goes to mass on the morning of her mar- 
riage, and toward the end speaks of saintly women who willingly 
died to save their honor, by no means forces us to accept the 
above-mentioned Standpoint. 

Emilia is certainly no ideal heroine, but is thoroughly human. 
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Her tragic conflict consists in her inability to do that which her 
honor and duty prompt her to do. She cannot resist the prince, 
and in a passionate moment when she fears that she might yield 
to her weakness, she wills to die. She admits this weakness 
to her father, and to interpret her own words differently leads 
us to forced conclusions and tends to make her a perfect woman, 
which Lessing by no means intended her to be. 

Odoardo. — The death of Emilia at the hands of her father 
has given rise to much adverse criticism upon the drama. It 
has often been asserted that the horrible deed of the father is 
entirely unnecessary, that vice carries off the victory over 
virtue, and that the drama has therefore a depressing effect. 
If this criticism be true, then Lessing failed completely in carry - 
ing out one of the very dramatic principles which his tragedy 
was intended to embody. For in his Dramaturgy he often 
emphasizes the principle that the action of the drama must be 
clear, that mere chance must everywhere be excluded, that the 
catastrophe of the drama must appear to be so necessary that 
under the given conditions we could not conceive its happening 
otherwise. This was the most difficult problem of the drama. 
Lessing knew that the circumstances of the action had to be so 
arranged, and the character of Odoardo so developed that his 
fatal deed should appear inevitable, that instead of arousing our 
horror, it should fill us with the deepest sympathy for the fate 
of the unhappy father. Let us see whether he was successful. 

By fine touches scattered throughout the drama, Odoardo r s 
whole past life Stands clearly before us. It is not by mere 
chance that Lessing makes him a soldier, a colonel, for a violent 
action of any kind appears more natural in a soldier than in a 
man of a more peaceful occupation. His rough virtue, his 
high stern notions of honor, and his manly pride are also par- 
ticularly becoming a soldier. But this soldier is a disappointed 
man. He soon finds that the prince whom he serves is an 
unworthy one, and he learns to despise the court where ser- 
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vility, flattery and licentiousness prevail. From a sense of 
justice he opposes the prince's claim to Sabionetta, and hence 
is compelled to withdraw from the service of the State. He 
determines to live henceforth an independent life, and therefore 
moves with his wife and child to his country estate near Sabio- 
netta. After several years, when Emilia has grown up to 
womanhood, his wife urges him to move again for a short time 
to Guastalla for the sake of their daughter's education. In his 
heart he suspects that it is the pleasure of society and the 
proximity of the court rather than more serious aims, that make 
his wife so anxious to live in the capital. He finally yields to 
her, but inflexible in his resolution, he continues to live upon his 
country estate and visits only occasionally his family in the city. 
He is glad of Emilia's engagement to Appiani, because the 
count's ideals of a retired independent life resemble his own. 

A life of such resignation and solitude is very dangerous for a 
man like Odoardo. An idealist by nature, very decided in his 
views, impatient when his paths are crossed, he loses in his 
retirement from the world that insight into men and things 
which is so essential in critical moments of danger. Disap- 
pointed with the world, he cherishes his severe ideals of life 
more tenaciously than ever, his suspicion and distrust of society 
increase, and his brooding imagination develops at the expense 
of his will. His lack of association with men has heightened 
his natural irascibility. He is apt to fall into a violent anger 
whenever anything happens which does not conform to his 
severe principles of life, and he is then in danger of losing his 
self-control and of saying or doing things which he is likely to 
repent in a calmer moment. His solitary life has made him at 
the same time introspective, so that he is fully aware of his 
failings and strives in vain to correct them. An active life and 
close contact with men might have curbed his impatience and 
his easily exci table nature, and might have developed in him a 
calmer and sounder judgment. 
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Such is Lessing's Odoardo — an entirely different creation 
from Livy's Virginius — a man whose high virtues we must 
respect, but for whose weaknesses we tremble at his very first 
appearance upon the scene. When on the morning of the 
marriage-day he comes to Guastalla and hears that Emilia has 
gone to church without an attendant, he is beside himself with 
impatience, and when Claudia teils him that the prince met 
Emilia at the house of Grimaldi, he says : "This is precisely 
the spot where I should be open to the most deadly wound. 
A libertine who admires, wishes to possess " (page 27, line 27). 
In fear of losing his self-control, he departs suddenly. 

The deed is done. The marriage party has been attacked by 
robbers ; Odoardo has been informed of the event and hastens 
to the scene of action. Orsina, the abandoned mistress, is at 
the villa, eager to avenge her wrongs by killing the prince. 
Gradually she unfolds to him the whole plot in all its horror 
and ugliness : that the count is dead, that his daughter is worse 
than dead, for she is about to become the mistress of the prince. 
Beside himself with wrath, he eagerly accepts the dagger 
which Orsina ofFers him. When his wife appears, it is only 
with difficulty that he can restrain himself from venting his 
wrath upon her, who is, in a way, the indirect cause of all this 
misfortune. Finally he is alone. He tries to regain his com- 
posure before meeting the prince. It is now that his indecision 
begins to assert itself. He wavers in his first resolve to kill the 
prince. Brooding, it occurs to him that an Orsina, a jealous 
infuriated mistress, roused him to this desperate thought. If 
he kills the prince he would therefore avenge vice, while his 
object is to rescue virtue. This reflection destroys his former 
resolve, and he is now satisfied with surrendering his revenge to 
Heaven. His only aim now is to save his daughter. 

Marinelli appears and informs him in the course of the 
dialogue that Emilia is to be separated from him and to remain 
in Guastalla. The passionate nature of Odoardo is once more 
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aroused and again he determines to kill the prince. When left 
alone, he becomes somewhat calmer, and upon reflection con- 
demns himself for his rash conduct toward Marinelli, for in the 
outburst of his wrath he forgot to ask him for his grounds for 
the detention of Emilia. He fears that his anger is obscuring his 
reason, and therefore tries to regain füll mastery over himself. 
With the determination to act above all things calmly, he goes 
to meet the prince. The prince seems at first willing to sur- 
render the daughter to the father, but when Odoardo, over- 
joyed at this, is about to triumph over Marinelli, the latter 
develops his final plot. Odoardo sees through it all, and his 
wrath rises to such a pitch that he is about to kill the prince, 
when the latter checks him by saying : " Calm yourself, dear 
Galotti." Most critics have supposed that the kindly gentle 
manner in which the prince utters the above words allays the 
wrath of Odoardo. But it is very hard to conceive how the 
manner of the prince, however fascinating, could make the 
enraged Odoardo waver in his purpose, especially since these 
words could not have changed his opinion as to the designs of 
the prince. There must be something in these words them- 
selves which prevents the fatal blow. We know that he re- 
solved to suppress, during his interview with the prince, any 
outburst of passion that might blind his reason. But this he is 
unable to do. Unawares, his wrath becomes intenser than 
ever, and just then the words of the prince, spoken so quietly 
and naturally, remind him that he is in one of his dangerous 
moments. The prince uses almost the very same words that 
Odoardo utters to himself whenever he is about to act rashly, and 
therefore they make such an impression upon him that he 
cannot at that moment stab the prince. Checking himself, he 
says : " His guardian angel spoke that." He resolves again to 
act deliberately and struggles hard during the rest of the scene 
to maintain his self-control. 

The pretext on which Emilia is to be detained in Guastalla is the 
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suspicion that she might be an accomplice of thc rival who caused 
the murder of Appiani, and therefore she must be examined. 
Already Orsina, in her conversation with Odoardo, expressed a 
similar suspicion, which, although then positively rejected by 
Odoardo, seems to have left a deep impression upon him. 
" They had no slight matter to arrange," she says. " And it 
is well if it was arranged, it is very well if your daughter 
escaped here willingly. Then, you see, it was after all no 
violent abduction, but only a trifling — assassination " (page 76, 
lines 20-25) • It seems that while Odoardo is lost in his brood- 
ings and groping for some rational course of action, the thought 
occurs to him that if Orsina's, the prince's and Marinelli's in- 
terpretation of the death of Appiani should also be shared by 
the world at large, Emilia's good name would then be ruined 
forever, and in that case it would be better for her to die rather 
than be subjected to an examination in Guastalla. Since it is 
almost certain that the thought of killing his daughter comes to 
him before his final soliloquy, his present motive for committing 
such a deed can be only the one just mentioned. Accord- 
ingly, he begs to be allowed to speak with his daughter, and by 
feigning compliance with the prince's arrangements, his wish is 
granted. 

In the soliloquy which follows, the plan of killing Emilia in 
order to wrest her from the prince and free her from the 
ignominy of a dishonorable suspicion is clearly hinted at. But 
his soul is now so enwrapt in gloom that he begins to distrust 
even the innocence of his own daughter. Finally he is so con- 
rased and frightened by all these thoughts that he is almost 
ready by a mere subterfiige to quiet his conscience and leave 
Emilia to her fate. Just then she enters, and still uncertain as 
to what to do, he eagerly interprets her appearance at that very 
moment as a sign that Heaven approves of his horrible purpose. 

In the scene that follows, it is only Emilia's resolve to die 
that finally determines Odoardo to action. If she herseif were 
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not so firm, the vacillating father would never have committed 
the deed, for he hesitates tili the very end, even after he hears 
Emilia's confession of her inability to resist the dangers that 
threaten her. It is not tili Emilia, knowing his sensitive 
nature, reproaches him for lacking in that high sense of honor 
which the Roman Virginius feit, that Odoardo, stung by her 
words and aroused to the highest passion, Stabs her. 

If Odoardo had deliberately planned and executed the deed, 
it would have been horrible instead of tragic, but by portraying 
him as an irresolute man, struggling in vain to find the right 
course of action, and prone to outbursts of anger which for the 
moment are beyond his control, Lessing succeeds in arousing 
our pity for the unfortunate man, in spite of his committing an 
unnatural deed. The critics who have regarded the catastrophe 
as unnecessary or forced, have not taken sufficiently into ac- 
count this hesitating and yet quickly inflammable nature of 
Odoardo, and so have ascribed to him more strength and cool- 
ness than he really possesses. The tragedy of his life consists 
in his extreme idealism, which made him renounce all active life, 
because the world as he found it did not conform to his high 
Standards, and which renders him totally incapable of dealing 
with that very world, at a time when immediate and decisive 
action is imperative. 

This sudden rise of passion which proves so fatal to Odoardo, 
Lessing doubtless took from his own life. Even as late as 1778, 
in the midst of his controversy with Göze, he compares himself 
to his father as follows : " Very well, dear old man, very well. 
I know you. You were such a good man and yet such a pas- 
sionate one. How often have you yourself complained to me, 
complained with a manly tear in your eye, that you feil so easily 
into a passion, . . . ! How often did you say to me : « Gotthold, 
I beg you, take example by me ; be on your guard ! For I 
fear, I fear — and I should like to have improved, at least in 
you. 1 Indeed, old man, indeed. I still feel it often enough." 
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But Lessing's heroic life shows a steady conquest of that weak- 
ness. Though often disappointed with the world, he never 
withdrew from it, but remained throughout his life a leader of 
men, fighting often single-handed for the highest ideals of 
humanity, and eventually compelling his nation to accept them. 
The Prince. — The peculiar role which the prince was to 
play in the drama required a character quite different from that of 
the Roman decemvir. If the prince were merely a brutal tyrant 
like Appius Claudius, there could never have arisen any conflict 
in the soul of Emilia, and she would have died as an innocent 
prey to the lust of an arbitrary sovereign. The prince had to be 
represented not merely as an absolute ruler, but also as a man 
of a very attractive personality, in order to make Emilia's inner 
struggles probable and her fate really tragic. Accordingly, his 
character, as it is evolved in the drama, is an entirely new 
creation of Lessing. That he is young and handsome, we may 
assume from the general impression which he makes upon us. 
In his education and morals he shows the great weakness which 
the absolutism of the I7th Century developed. He regards his 
office as conferring certain great Privileges upon him, but not as 
imposing on him correspondingly great duties and responsi- 
bilities. He is, however, not a tyrant who deliberately intends 
to oppress his people, but he simply knows nothing of the 
serious duties which a sovereign owes to his country. Matters 
of State are tiresome to him, especially when they interfere with 
his personal pleasures, and at such times he carelessly resigns 
them to his councillors, even when questions of the most serious 
import are to be settled. By temperament he is kindly, capable 
of generous sentiments, and fair-minded, as is seen in his 
favorable characterization of Odoardo and Appiani, men who 
are by no means his friends. He certainly could have de- 
veloped into a worthy, though perhaps weak ruler, if he had 
been educated to feel some higher duty toward himself and his 
subjects. But as it is, we can well understand how he becomes 
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the mere tool of an unscrupulous courtier, to whom the favor of 
the prince s the highest end in life. 

Although the moral will is entirely wanting in the prince, the 
aesthetic dement of his character is quite strong. He is de- 
cidedly a man of culture. He loves art and encourages it, and 
in his conversation with Conti shows that he has devoted some 
thought to the problems of art. Like many Italian princes of 
the Renaissance, he takes delight in being a Maecenas to artists, 
whom he rewards lavishly. In his passions he is by no means 
a gross sensualist whom mere physical beauty captivates. A 
certain amount of delicacy must even here be admitted. 
Orsina attracted him because she loved books and philosophy, 
because she seemed to him for a time intellectually superior to 
the ordinary woman, but as soon as he found that her intellect- 
uality savored of pedantry, she repelled him. He then con- 
tracts a passion for Emilia, in part, no doubt, because her 
innocence and her unaffected and thoroughly healthy nature are 
a decided contrast to Orsina's character. His language has the 
eäsy eloquence and grace of a man who has associated with 
artists and men of wit, and at times, when he is passionately 
stirred, his words have the ring of sincere affection. Such a 
man naturally impresses a girl as inexperienced as Emilia, 
especially since we know that she respects rather than loves 
Appiani. And what a contrast there is between the brilliant 
personality of the prince and that of Appiani ! From the latter 
she probably never heard any such words of passion as the 
prince utters in church and in Dosalo, for even on his marriage- 
day Appiani approaches his bride with a stränge melancholy 
and a foreboding of evil. That the prince really loves her, we 
can hardly believe, for his character is too whimsical to admit 
of any lasting affection ; but his feelings toward her are certainly 
purer than he ever entertained toward any other woman 
(see page 6, line 5). The very fact that after meeting her at 
the house of Grimaldi, he is satisfied with a mere quiet con- 
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templation of her innocence and beauty, shows that he feels for 
her so mething more than a fleeting passion. This somewhat 
sentimental State of mind lasts for a time, until Marinelli in- 
forms him of the intended marriage of Emilia. This news 
rouses him to the uttermost, and it is interesting to observe 
how his quiet and pure feelings for her gradually change and 
grow into a reckless passion which threatens from the very 
beginning to become destructive. Totally devoid of any prin- 
ciple of morality and duty, and utterly unable to curb his desires, 
he readily grants to Marinelli every freedom of action in order 
to prevent the impending danger. Moreover, eager to do 
something for himself, he rushes to church, speaks to Emilia, is 
observed by Orsina's spies, and in so doing, betrays the plans of 
Marinelli. His unprincipled passion is finally the cause of the 
death of the innocent girl to whom he owes the first stirrings 
of purer emotions. 

The remaining characters of the drama are so seif- evident that 
they hardly need any interpretation. 

Marinelli is a court creature despised by everyone who 
knows him, even by the prince, when he does not need him 
(see page 16,. line 7, and page 44, line 1). He is remarkably 
quick and ingenious in spinning out one intrigue after another, 
and yet all his plots fail, largely because he cannot understand 
how other people can interpret things difFerently from himself. 
Accordingly, he always fails to comprehend the true motives of 
all the characters with whom he has to deal. So he thinks that 
Claudia and Odoardo will calmly submit, as soon as they find 
out that it is the prince who finds their daughter attractive. 
He thoroughly misunderstands Appiani, and makes a fatal mis- 
take when he allows Odoardo to speak to Emilia. He is so 
ignorant of the character of Odoardo that he believes that the 
latter is entirely satisfied with the reasons given for the deten- 
tion of Emilia and suspects nothing. 



INTRODUCTION. XXXV 

Marinelli served as a model for the intriguing courtier in the 
"Storni and Stress" dramas. Schillert character Wurm in 
Kabale unb Siebe was certainly modeled after Marinelli. 

Orsina is one of the most powerful creations of Lessing. She 
is to be compared with Marwood, the corresponding character 
in " Miss Sara Sampson,"in order to understand what progress 
Lessing made as a dramatist since 1755. She performs a double 
function in the economy of the drama. She first serves as a 
contrast to Emilia, for we must know what the environment of 
the prince was before he met Emilia, to understand the real 
nature of his new passion. In the second part of the drama she 
represents, as Richard Maria Werner puts it, the «« opinion of 
the world." To Marinelli she shows that the world will regard 
the prince as the real instigator of the murder of Appiani ; to 
Odoardo she discloses the plot, and insinuates that the people 
will probably consider his daughter an active participant in the 
crime (see page 76, line 20). "One may almost say," says 
Werner, « « that Orsina fulfills in the scenes of the fourth act the 
function of the antique chorus." She was the model for Lady 
Milford in Äabate unb Siebe. 

Appiani is interesting to us because Lessihg has endowed 
him with a sentimentality and an aversion to active life, which 
are marked traits of Rousseau's characters. Also Tellheim in 
SRimta toon SBarnljehn, and the Klosterbruder and the Derwisch 
in fßat^an ber SBeife, show traces of Rousseau's ideals. But Les- 
sing regards the longing of all these characters to pass their 
lives in some secluded corner of the earth, away from the turmoil 
of the world, as a weakness to be overcome. In Opposition 
to Rousseau's teachings, Lessing thought that the highest ideals 
can only be realized by struggling in the world and not by fleeing 
from it. 

The minor characters like Claudia, Conti and Angelo, have 
all an individual life of their own, besides being necessary agents 
in the action of the drama. Lessing's method here is in marked 
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contrast to the French System of confidants, which he attacked 
so vigorously in his Dramaturgy. 

IV. THE CATASTROPHE. 

It has already been mentioned in connection with the charac- 
ter of Odoardo, that some critics regard the catastrophe as un- 
necessary and as wounding our sense of justice. Others regret 
that the political element of the Roman story has been left out. 
They think that a total overthrow of the government of Guastalla 
and the destruction of the prince and his corrupt court, would 
have been some retaliation for the wrongs suffered by Emilia, 
Odoardo and Appiani. There are still others who demand at 
least the death of the prince and of Marinelli, and blame Les- 
sing for not having made Odoardo strike the blow when he was 
about to do so. 

All these proposed suggestions are interesting, and would be 
more or less helpful to a dramatist who might wish to write 
another drama on the same theme. The question to be con- 
sidered here is not whether some other drama with quite differ- 
ent characters and situations and with an entirely different 
catastrophe would have been more satisfactory. Such questions 
lead to vague and fruitless speculations which only another 
drama, that successfully carried out some of the above-mentioned 
suggestions, could settle. It is the duty of the critic to judge a 
work not from the Standpoint of some imaginary drama which 
might have appealed to him more strongly, but primarily from 
the point of view of the poet, from the characters and conditions 
chosen by him. What we must seek to determine is whether 
with the characters as conceived and developed by Lessing, and 
with the circumstances which he depicts, the catastrophe could 
have been different. Lessing says in his Dramaturgy : «« From 
the stage we are not to learn what such and such an individual 
has done, but what every man of a certain character would do 
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under certain given circumstances . The object of tragedy is more 
philosophical than the object of history." ' Elsewhere he says : 
«« He (the dramatic poet) will consider above all things how to 
invent a series of causes and effects according to which these 
improbable crimes could not but happen. Not satisfied with 
basing their probability upon historical authority, he will endeavor 
so to construct the characters of his personages, will endeavor 
so to necessitate, one from another, the events that place his 
characters in action, will endeavor to define the passions of 
each character so accurately, will endeavor to lead these passions 
through such gradual steps, that we shall everywhere see nothing 
but the most natural and common course of events. With every 
step we see his personages take, we must acknowledge that we 
should have taken it ourselves under the same circumstances 
and when stirred by the same degree of passton, Hence nothing 
will repel us but the imperceptible approach to a goal from 
which our imagination shrinks, and where we suddenly find our- 
selves filled with pity for those whom a fatal stream has carried 
so far, and füll of terror at the consciousness that a similar 
stream might also have carried us away to commit deeds, which 
in calm moments we should have regarded as far removed from 
us." a 

Lessing's (Stnilia ©alotti is the finest example of this rule of 
tragic necessity. All the characters act as they must under the 
given circumstances. We have seen why a man like Odoardo 
could not kill the prince at the moment when he raised his arm 
to do so. In the final scene between Odoardo and Emilia, we 
so well understand their characters and the State of mind of each 
at that time, that the catastrophe seems to be inevitable. A 
careful analysis of the events leading up to the catastrophe, 
shows throughout the same dramatic necessity. So, for example, 



1 Lachmann-Muncker Ed., IX, p. a6i. 
* Lachmann-Muncker Ed., IX, p. 267. 
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we know very well why the prince neglects to read the letter of 
Orsina, in which she begged him for an interview in Dosalo. 
We also understand why he cannot help rushing to church and 
speaking to Emilia, contrary to his promise to Marinelli. If he 
were a more calculating libertine, he would have carried out his 
agreement with Marinelli and gone immediately to Dosalo, but 
in that case the action of our drama would have been impos- 
sible. 

Again, Orsina acts in fvill conformity with her character, when 
feeling herseif abandoned by the prince, she hires spies to watch 
all his movements and thus finds out who her rival is. Then, 
thinking that the prince went to Dosalo because he read her 
note, she appears there, and being refused the desired inter- 
view, she eagerly seizes the first opportunity to avenge herseif 
upon him, discloses to Odoardo the plot, and gives him the 
dagger. 

Or, to choose another example, what is more natural for a 
woman like Claudia than to wish to live for a time near the 
court, to be presented to the prince, and to feel flattered by his 
attentions to her daughter? If she were a somewhat wiser 
mother, the first meeting of Emilia and the prince could never 
have taken place. When Claudia finally realizes the mistake 
she has committed in introducing Emilia to the prince, she must 
urge her to say nothing to Appiani of the meeting in church. 
And yet, if Appiani had been informed of this event, the action 
of the drama would doubtless have taken quite a different 
course. 

How well motivated is the murder of Appiani ! Marinelli 
must hate a man of Appiani's independence, especially since he 
knows that the prince respects him and wishes to attach him to 
his court, and that therefore his own position as the first court 
favorite is in danger. When he is challenged by Appiani to a 
duel, we know that he will not have the courage to fight, and so 
he arranges for the murder of the count, because he can thereby 
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dispose of a rival, gratify his personal revenge, and serve the 
prince at the same time. 

From these and other examples it is clear that every character 
in the drama acts for his own interests, and yet all these in- 
dividual actions naturally work into each other, and all unite to 
produce the catastrophe. The drama is therefore by no means 
an intrigue, as Hettner calls it, but one of the best character- 
dramas in German literature. 

It has also been often urged that in our tragedy vice con- 
quers virtue, because Emilia dies, and Marinelli and the prince 
escape unpunished. According to this point of view, life ought 
to be the reward for virtue and death the punishment for sin. If 
we accept such a position, we must condemn some of the 
greatest dramas in the world's literature. For instance, Anti- 
gone and Cordelia, both characters of the highest moral worth, 
also suffer a violent death, and yet we should hardly say that 
Sophocles and Shakspeare violated poetic justice. Nor can we 
say that the death of a hero or heroine in a drama is a conse- 
quence of their so-called tragic guilt, for it would be absurd to 
claim that the death of Cordelia was a punishment commen- 
surate with her few failings. Poetic justice cannot therefore be 
measured by the fact that the hero is dead or alive at the end 
of the drama, for that depends entirely upon the combination of 
circumstances in which he finds himself, or in other words, 
upon the action of the drama. 

What we mean by poetic justice is the conviction that the 
poet sees in the manifold and seemingly chaotic relations of man 
the rule of a higher law, the law of organic society, which is 
steadily being realized in the world. The dramatic poet shows 
us how the unrestrained impulse of man tries to break through 
the restraints of the law of social order, and how in the conflict 
which ensues, this law must in the end prevail. 

Such a conflict we have represented in ©milia ©alotti, for the 
struggle around which the whole drama turns, involves the 
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purity and stability of the family. The prince armed with the 
authority af an absolute ruler and endowed with every personal 
advantage, is entirely worsted when he comes into conflict with 
a strong moral will, such as Emilia finally develops. She dies, 
but the principle for which she dies, Stands inviolate at the end 
of the drama. 

And yet, although poetic justice is not violated by Lessing, 
there is one difficulty about the catastrophe which will partly 
account for the dissatisfaction that the drama arouses in us. 
Much doubt has been expressed as to the way in which the last 
scene of the fifth act should be played. Are the prince and 
Marinelli changed by the tragic death of Emilia? Both express 
their horror at the event, but do the last words of the prince 
really indicate that his conscience has been finally aroused, that 
he at last realizes through the death of Emilia the sacredness of 
family life, and that his actions as a man and a sovereign will 
henceforth show the influence of this eventful day? Or is his 
horror at the end merely momentary, and will similar deeds be 
perpetrated in Guastalla after the impression of this terrible 
catastrophe will have faded away? Is Marinelli forever dis- 
missed from court, and will the prince seek in the future better 
counsellors, who will help him in governing his people as is be- 
fitting a sovereign? There is little or nothing in the drama that 
will help us in answering this question. Some actors have re- 
presented Marinelli as a completely broken man, because he is 
forever dismissed from court, and others again as merely feign- 
ing sorrow, and indicating to the audience by a side glance and 
an accompanying gesture, that the prince will soon need him 
and call him back again. This doubt as to the real State of 
mind of the prince is oppressive. The events of a great drama 
should bring clearly to view the füll content of the characters of 
the actors, and if this is not done, the end must be unsatis- 
factory. 

It seems that Lessing really intended the slumbering moral 
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Sense of the prince to be aroused by the catastrophe. Therefore 
he did not make him thoroughly depraved, but merely mis- 
guided by a villainous courtier. A man who can genuinely re- 
spect an Odoardo, who can appreciate the worth and the ideals 
of an Appiani, who, for a time at least, can lose himself in the 
pure adrairation of an innocent girl, is not incapable of moral 
regeneration. But all this Lessing leaves in doubt through his 
laconic ending. He himself often emphasizes in the Dramaturgy 
the necessity of a perfectly clear well-defined action, which 
should never leave the spectator in doubt. This principle is 
not sufficiently carried out in our drama. Somehow we feel that 
the work as it Stands, is still incomplete ; we long for a fuller ex- 
planation and are disappointed. 

Note to page xviii. — Gustav Roethe has pointed out that some 
traits in the characters of Claudia, Odoardo, Emilia and Orsina were 
suggested to Lessing by the corresponding characters in Crisp's dramas 
and that even the language of (Smitta ©afottl shows here and there 
distinct traces of Crisp's influence. So Lessing's famous sentence 
toward the end of the drama : „(Sine SRofe gebrodelt, t\)t ber ©türm 
fic entblättert," is doubtless merely a delicate improvement upon a 
similar sentence in Crisp's tragedy : " Sweet hapless flower, untimely 
cropt by the feil planter's hand." Several other such parallel passage, 
in the two dramas Roethe has discovered. (See 93ierteliaf}rfd)rift für 
2itteraturßefd>i(i)te, 1889, 520-529.} 
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beiten muffen, !ann tyn um ben tarnen ßünftler bringen. 

$er Britta, 3$ meine nid&t bieleS, fonbern biel: ein 
toenigeS, aber mit gleifj. — Sie lommen bod& nid&t leer, 
6onti? 5 

Goitti, 3$ bringe ba8 Porträt, toeld&eS ©ie mir be= 
fohlen tyaben, gnäbiger §err. Unb bringe nodf eine«, toeld&eS 
©ie mir ni$t befohlen ; aber toeil e3 gef efyen ju toerben Der« 
bient — 

$>er «ßnita. 3ene3 ift ? — Äann id& mid& bod& !aum er* io 
innem — 

dontl 35ie ©räfin Drfina. 

$>er *rt«a. SEBa^r ! — 3)er Auftrag ift nur ein toenig 
toon lange $er. 

GotttL Unfere frönen 35amen ftnb nid&t alle Jage jum 15 
3Ralen. 35ie ©räfin fyat feit brei -Dtonaten gerabe einmal 
ftd& entfalteten lönnen, ju fifcen. 

$er$ruta. 2Bo finb bie ©tücfe? 

(Soitti. gn bem 33orjimmer: trf> fyole fie. 



dritter auftritt. 

2>er *rittj. 3ftr 33ilb ! — mag ! — 3^r «ilb, ift fie 20 
bod& nid&t f eiber. — Unb öieHeicfyt finb' xdf in bem Silbe 
ttneber, toaS \$ in ber ^ßerfon nid&t metyr erblicfe. — 3$ 
hritf e8 aber nicfyt toieberftnben. — 35er befd&toerlid&e SJtaler ! 
3$ glaube gar, fie tyat ifyn beftod&en. — aBär' e8 aud& ! 
SBenn \\jt ein anbereä 33ilb, baä mit anbem färben, auf 25 
einen anbern ©runb gemalet ift, — in meinem §erjen hrieber 
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*ßla$ mad&en toiH: — toatyrlid^, id& glaube, xd) toär' e« ju« 
frieben. 211« id& bort Hebte, toar icfy immer fo leidet, fo 
frötylicfy, fo au«gelaffen. — 9tun bin \$ öon allem ba« @e» 
genteil. — 3)od& nein; nein, nein! 33etyäglid&er ober nid&t 
5 befyäglid&er ; id& bin fo beffer. 



Pterter auftritt. 

2) er $rinj. Gonti, mit ben ©emdlben, tootoon er baS eine bermanbt 
gegen einen <Stuf)l lehnet. 

GOttti (inbem er bas anberc jurc*tftettet). 3$ bitte, Sprinj, bafc 

©ie bie ©d&ranfen unferer itunft ertoägen tooHen. SSiele« 
Don bem Slnjüglid^ften ber ©d&öntyeit liegt ganj aufcer ben 
©renjen berfelben. — treten ©ie fo ! — 

io $e* ^Hllg (na<$ einer «urjen »etra^ttmg). ÜBortrefflicty, ßonti ; 

— ganj bortreff!id& ! — 35a« gilt S^rer Äunft, Syrern pnfel. 

— 2lber gefd&meid&elt, ßonti; ganj unenblicfc gef d&meicfcelt ! 
Gotrtt. 35a« Original fd&ien biefer Meinung nic^t ju fein. 

2lu$ ift e« in ber £tyat nid&t metyr gefcfymeid&elt, al« bie 
15 Äunfi fd&meid&efa mufe. 3)ie Äunft mufc malen, toie ftd& bie 

j>lafttfd&e Statur — toenn e« eine giebt — ba« 33ilb badete : 

ofyne ben Slbfall, toeld&en ber toiberftrebenbe ©toff untter* 

meiblid^ mad&t; otyne ba« SBerberb, mit toeld&em bie Seit 

bagegen anfämpfet. 
20 $er spring 35er benlenbe Äünftler ift no$ ein« fo triel 

toert. — 2lber ba« Original, f agen ©ie, f anb bemungead&tet — 
Gontt. SSerjei^en ©ie, $rinj. 35a« Original ift eine $er* 

fon, bie meine ß^rerbietung fobert. 3$ & a & e ««$** 9la$* 

teilige« Don ityr äußern tooQen. 
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$er $rittj. ©o biel, al« %f)r\txt beliebt! — Unb toa« fagte 
ba3 Original? 

Goitti. 3$ bin jufrieben, fagte bie ©räfin, toenn xd) 
nid&t tyäfjlid&er ausfege. 

$er$rin£. 5Ri$t tyäfcüd&er? — ba« toa&re Original! 5 

Giouti. Unb mit einer -Kiene fagte fte baä, — bon ber 
freiließ biefeS ifyr 33ilb feine ©pur, feinen SSerbac^t jeiget. 

$er Britta* Da« meint' \$ ja; ba« ift e3 eben, toorin 
\d) bie unenblicfce ©c&meid&elei finbe. — 0! xdf fenne fte, 
jene ftolje työtynifd&e -Kiene, bie aud) baä ©eftd&t einer ©rajie 10 
entftetten toürbe ! — 3$ leugne ni<$t, bafj ein ferner 3Jlunb, 
ber ft$ ein toenig fyötttfd^ berjietyet, nid&t feiten um fo öiel 
fcfyöner ift. 2lber toofyt gemerft, ein toenig: bie SSerjie^ung 
mufc nid&t bis jur ©rimaffe ge&en, toie bei biefer ©räftn. 
Unb Singen muffen über ben toottüftigen ©pötter bie 2lufft$t 15 
führen, — 2lugen, toie fte bie gute ©räfin nun gerabe gar 
nid)t tyat. 2lud& nic^t einmal fyter im Silbe fyat, 

donH. ©näbiger $err, xä) bin äufcerft betroffen — 

Ser^rittj, Unb toorüber? 2ltte3, toaS bie Äunft au« 
ben großen, ^erborragenben, ftieren, ftarren SWebufenaugen 20 
ber ©räfin ®\xtt$ mad&en fann, baS fyaben ©ie, ßontt, reblicty 
barauS gemalt. — 9teblic$, f ag' id& ? — Sticht fo reblid^, toäre 
reblid&er. 3)enn fagen ©ie felbft, Sonti, läjjt fid& au« biefem 
Silbe tootyl ber ßfyarafter ber $erfon f d&liefjen ? Unb ba« follte 
boefy. ©tolj fyaben ©ie in ÜBürbe, #ofyn in Säbeln, 2lnfa$ ju 25 
trübftnniger ©cfytoärmerei in fanfte ©d&toermut fcertoanbelt. 

Gonit (etwas ar 8 erii<$). 3ty, mein $rinj, — toir SUtoler 
rennen barauf, bafi ba« fertige 33ilb ben Siebtyaber nod& 
ebenfo toarm finbet, als toarm er e« befteffte. SBir malen 
mit 3lugen ber Siebe, unb Slugen ber Siebe müßten un« aud& 30 
nur beurteilen. 
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$er$Hna. ^e nun, ßonti; — toarum lamen ©ie ni$t 
einen SJtonat früher bamit? — ©e$en ©ie toeg. — 2Ba§ 
ift ba« anbere ©tücf? 

(Joitti (inbem er cS $olt unb no<$ »erfeljrt in ber $anb $ält). 2tud) ein 

5 toeiblid&eS Porträt. 

$er$rina. @o möc^t' id& e3 balb — lieber gar nid;t 

fetyen. 2)enn betn 3>beal fyier (mit bem Ringer auf bie etu-ne) — 

ober fcielme^r fyier (mit bem Ringer auf ba« $erj), lömmt e« bo$ 

nid&t bei. — 3$ toünfd&te, ßonti, 3före Äunft in anbern 

io SBortoürf en ju betounbern. 

CSottft. (Sine betounbernStoürbigere Äunft giebt e8, aber 

ftd&erlid& leinen betounbemätoürbigern ©egenftanb als biefen. 

$>er Britta, ©o toett' ic&, Gonti, bafc e3 be« ÄünftlerS 

eigene ©ebieterin ift. — (Snbem ber SRaler ba« »ilb umwenbet.) 2Ba3 

15 fe^' id&? 3^r Söerf, Gonti? Dber ba« SBerf meiner 5Jtyan* 
tafte ? — ©milia ©alotti ! 
Gonti 2Bie, mein $rinj? ©ie lennen biefen @ngel? 

$e? $nttj (inbem er ft<$ ju faffen fud&t, aber o$ne ein Äuge von bem Silbe 

su üertoenben). ©o tyalb ! — um fte eben toieber ju lennen. 

20 — @8 ift einige SBocfyen tyer, als \$ fie mit ityrer SRutter in 
einer SSegg^ia traf. — Stadler ift fie mir nur an ^eiligen 
©tätten toieber fcorgefommen, — too baS 3Cngaffen ji$ toeniger 
jiemet. — 2luc§ fenn' ic§ ifyren 3Sater. ©r ift mein greunb 
nid&t. ©r toar e3, ber ftd& meinen 2lnf prüfen auf ©abionetta 

25 am meiften toiberfefcte. — Gin alter 35egen, ftolj unb rau$, 
fonft bieber unb gut! — 
Gonti. 3)er SSater ! Slber tyier fyaben toir feine 2fod&ter. — 
$>er ^riitj. Sei ©ott! tme au« bem ©Riegel gefto&len! 

(9*o<$ immer bie «ugen auf ba» »ilb fle&eftet.) D, ©ie tüiffen e$ ja 

30 tootyl, Gonti, bafj man ben Äünftler bann erft rec&t lobt, 
toenn man über fein SBerf fein 2ob bergifct. 
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Gottti ©leid&too&l tyat mi$ biefcö nod& fetyr unjufrieben 
mit mir gelajfen. — Unb bod& bin ic§ toieberum fe^r aufrieben 
mit meiner Unjufriebenfyeit mit mir felbft. — §a ! bafe toir nicfyt 
unmittelbar mit ben 2lugen malen ! 2luf bem langen SBege, 
au« bem 2luge burd& ben 2lrm in ben Sßinfet, tt>ie t>iel gefyt 5 
ba verloren! — 216er, toie xdf fage, bafe i($ e« toeife, toa« 
tyier berloren gegangen, unb toie e« berloren gegangen, unb 
toarum e« verloren getyen muffen: barauf bin icfy ebenfo ftolj 
unb ftoljer, al« id& auf alle« ba« bin, toa« i$ nicfyt öerloren 
gefyen laffen. 3)enn au« jenem erlenne id&, meljr al« au« 10 
biefem, bafe id& toir!lid& ein großer 3RaIer bin, bajj e« aber 
meine §anb nur nid&t immer ift. — Dber meinen ©ie, 5ßrinj, 
bajj Stapfyael nicfyt ba« größte malertfd&e ©enie getoefen toäre, 
totnn er unglücflid&ertoeife ofyne §änbe toäre geboren toorben ? 
Steinen ©ie, $rinj ? 15 

$e* ÜßrittJ (inbem er nur eben Don bem Silbe roegMttft). 2Ba« f agen ©ie, 

ßonti? 2Ba« tooUen ©ie toiffen? 

aonti, D nic&t«, nid&t« ! — Klauberei ! Styre ©eele, merf » 
id&, toär ganj in S^ren Slugen. 3$ liebe fold&e ©eelen unb 
folcfye Slugen. 20 

$e* $Hl!& (mit einer erswungenen ftälte). 3tIfo, ßonti, rennen ©ie 

bo$ toirflid^ ßmilia ©alottt mit ju ben borjtiglid&ften ©d&ön* 
Reiten unferer ©tabt? 

dontu 2lIfo ? mit? mit $u ben borjüglicfyften ? unb ben 
fcorjüglid&ften unferer ©tabt ? — ©ie fyotten meiner, $rinj. 25 
Dber ©ie fafyen bie ganje $eit ebenfotoenig, al« ©ie fyörten. 

$er $ritt$. £iebcr (Sonti, — (bie «ugen roieber auf baS 8üb 

gerietet) toie barf unfereiner feinen 3lugen trauen? ©igent* 
lid& toeifc bod) nur allein ein SWaler bon ber ©d&öntyeit ju 
urteilen. 30 

dontl Unb eine« jeben ßmpfinbung fottte erft auf ben 
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2lu«ft>rud& eine« SJtaler« toarten? — ^n« Älofter mit bem, 
ber e« bon un« lernen toiff, toa« f<$ön ift ! Slber ba« mufe 
\$ 3# nen ^ oc ^ a Ö 3Kaler fagen, mein sjirinj: eine bon ben 
größten ©lüdffeligfeiten meinet Seben« ift e«, bajj ©milia 

5 ©alotti mir gefeffen. 2)iefer Äopf, biefeS 2lnt% biefe 
©tirn, biefe Slugen, biefe 9tafe, biefer SDtunb, biefe« itinn, 
biefer §al«, biefe 33ruft, biefer 2Bu$«, biefer ganje S5au 
finb bon ber 3 e ü an me w einzige« ©tubium ber toeiblid&en 
©cfyönljeit. — 3)ie ©cfyilberei felbft, toobor fte gefeffen, fyat 

io ifyr abtoefenber SSater belommen. Slber biefe Äopie — 

$er $rt!ta (ber ftc$ f$neH flcßen i$n teeret). Sftun, ßonti ? ift bo$ 

nid&t fcfyon berfagt? 

Gotttt. 3ft für ©ie, $rinj, toenn ©ie ©efcfymacf baran 
ftnben. 

15 $>cr $ntts, ©efömacf ! — «einb) $iefe« Sfyr ©tubium 
ber toeiblicfyen ©cfyönljeit, ßonti, toie fönnt' i<$ beffer tljun, 
al« e3 auc$ ju bem meinigen $u machen ? — Dort, jene« 5ßor« 
trat nehmen ©ie nur toieber mit, — einen Stammen barum 
ju beftetten. 

20 Gottü ggso^i ! 

$er$ßriti3, ©o fcfyön, fo reid&, al« tyn ber ©d&nifcer nur 
mad&en fann. @« fotf in ber ©atterie aufgeftellet toerben. 
— Slber biefe« bleibt tyier. 3ttit einem ©tubio mad&t man 
fo biel Umftänbe nid^t ; auefy läfet man ba« nicfyt aufhängen, 

25 fonbern fyat e« gern bei ber §anb. — 3$ banle 3$tten, 
ßonti ; i$ banle 3$nen recfyt f efyr. — Unb tote gefagt : in 
meinem ©ebiete foff bie Äunft nid&t nad& Srot gefyen, — bi« 
icfy felbft feine« §abt. — ©Riefen ©ie, ßonti, ju meinem 
©cfyafcmeifter unb laffen ©ie auf 3#* e Quittung für beibe 

30 Porträte fiefy bejahen, — toa« ©ie tootten. ©obiel ©ie 
tooHen, ßonti. 
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(Sottti ©offte xd) bocfy nun balb fürchten, Sßrinj, bafj ©ie 
fo noc§ ettoaS anberS belohnen tootten afe bie Äunft. 

5>er Britta. D beS eiferfüctytigen ÄünftlerS ! Wify boety ! 
— §ören ©ie, Sonti, fo biel ©ie tooffen. (fcontt ge$t ab.) 



fünfter auftritt. 

£>er$riita. ©obiel er totd ! — (®e 8 en bas »üb.) ©id&fyab' 5 
id& für jeben $rei8 noefy ju too^lfeil. — 2lfy ! fd&öneS S33erl 
ber Äunft, ift e8 toatyr, bafi i$ bi$ beftfce? — 2Ber bi$ au$ 
befäjje, fd&önreä 3Reifterftücf ber 9tatur! — 2BaS Sic bafür 
toollen, e^rüd^e ÜHutter! 2öa3 bu toitlft, alter SWurtfopf! 
gobre nur! Robert nur! — 3lm liebften lauft' id& bid&, 10 
Sauberin, bon bir felbft! — 3)iefe3 2luge bott Siebreij unb 
33ef$eibenfyeit ! ©iefer SDfatnb! unb toenn er ftd& jum 3te* 
ben öffnet! toenn er läd&elt! ®iefer 9Jhtnb! — 3$ fyöre 
fommen. — 9fa>cfy bin i<$ mit bir $u neibifc^. Onbem er bas »üb 
gegen bi« sßanb bre^et.) ®3 Voirb 3JtorineHi fein. §ätt' id& i^n 15 
bod& nicfyt rufen laffen! 2Ba3 für einen SJtorgen fönnt' i$ 
fyaben! 



Sedrfter auftritt. 

üttarinelli. £>er Sßrina. 

9Woritteöt, ©näbiger §err, ©ie toerben berjetyen. — 3$ 
toar mir eine« fo frühen SefefylS nid&t getoärtig 

$er ^rittj. 3$ belam £uft, auSjufafyren. 95er -Korgen 20 
toar fo fc&ön. — 316er nun ift er ja toofyl berftric&en, unb bie 



12 <£miüa (Salottt. 

2uft ift mir Vergangen. — (»** einem turaen 6tiaf<$»ei fl ew.) 2Ba§ 
fyaben toir 9teueS, SRarinetti? 

9Worinc«i. 3ttd&t3 Don »dang, ba3 i$ toüfjte. — 3)ie 
©räfin Drfma ift geftern jur ©tabt gefommen. 
5 $er $riit3. §ier liegt aucfy f d&on ifyr guter SKorgen, (auf i$ren 
»rief jeigenb) ober toaS e3 fonft fein mag! 3$ bin gar nid&t 
neugierig barauf. — ©ie ^aben fie gefprocfyen? 

maxintUi. Sin ic§ leiber nid&t tyr Vertrauter ? — Slber 
toenn ic$ e3 toieber Don einer Dame toerbe, ber e3 einfömmt, 
10 ©ie in gutem ©rnfte ju lieben, Sßrinj, fo 

$er$riita, Stielte berfötooren, 3Rarinetti! 

WlatintUu 3a? 3n ber SC^at, «ßrinj? Könnt» eS bod& 
lommen? — D! fo mag bie ©räfin auc§ fo unred&t ni$t ^aben. 

$er $rins. StUerbing«, fe^r unrecht ! — 9Jteine nafyt 93er* 
15 mctylung mit ber sprinjefftn fcon SUtojfa toitt burc&auS, bafe id& 
alle bergleic^en §änbel für« erfte abbreche. 

3WannettL Sßenn e3 nur ba$ toäre, fo müjjte freiließ Drfina 
ftd& in ifyr ©$icffal ebenfotoofyl ju finben toijfen afe ber $rinj 
in feine«, 
20 $er ¥ri«3. 2)a3 unftreitig härter ift aU tyreS. ÜRein #erj 
toirb ba3 Dpfer eines elenben ©taatsinterejfe. 3$ re 3 barf fte 
nur jurüdfnefymen, aber nicfyt toiber ÜBitfen berfd&enfen. 

SWarineflt. 3 urü cfnefymen ? SBarum jurücf nehmen? fragt 
bie ©räfin: toenn e3 toeiter nichts als eine ©emafylin ift, bie 
25 bem 5ßrinjen nid&t bie Siebe, f onbern bie ^ßolitif jufü^ret ? 
Sieben fo einer ©emafylin fte^t bie ©eliebte nod& immer ityren 
Sßlafc. 5Rid&t fo einer ©emafyün fürchtet fie aufgeopfert ju 
fein, fonbem 

$er $rinj. ©iner neuen ©eliebten. — 9tun benn? SBottten 
30 ©ie mir barauS ein Verbrechen machen, 5Karinetti? 

mavitttüu 3$? — D! vermengen ©ie mi$ ja nify, 
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mein Sßrinj, mit ber Stärrin, beren SBort xä) füfyre, — aus 
■Dlitleib füfyre. 35enn geftern, toafyrücfy, fyat fie miefy fonber- 
bar gerüfyret. ©ie Sollte bon ifyrer Stngelegen^eit mit %f)ntn 
gar nicfyt fyrecfyen. ©ie tooDte fid^ ganj gelaffen unb lalt 
[teilen. Slber mitten in bem gleichgültigen ©efpräcfye ent* 5 
fufyr ifyr eine Söenbung, eine 33ejiefyung über bie anbere, bie 
ifyr gefoltertes §erj berriet. 3Jlit bem luftigften SBefen fagte 
fie bie melan<$olif$ften SHnge, unb hrieberum bie lädier* 
licfyften hoffen mit ber aUertraurigften 9Kiene. ©ie fyat ju 
ben Sudlern tfyre 3uflucfyt genommen, unb i$ fürchte, bie 10 
toerben ifyr ben Sfteft geben. 

$er ^rtns. ©0 toie fie ifyrem armen 3Serftanbe auefy ben 
erften ©tofe gegeben. — 3lber toaä miefy bornefymli$ mit 
toon tyr entfernt fyat, baS toollen ©ie boefy nid&t brausen, 
3Jtarinetti, miefy toieber ju ifyr jurücfyubringen ? — SBenn fie 15 
au§ Siebe närrifc^ toirb, fo toäre fie eS früher ober fyäter auefy 
ofyne Siebe geworben — Unb nun genug bon tfyr. — SSon ettoaS 
anberm ! — ©efyt benn gar nichts bor in ber ©tabt ? — 

SRariiteUt. ©0 gut toie gar nichts. — 35enn bafc bie 
SSerbinbung be§ ©rafen 2typiani fyeute boHjogen toirb, — ift 20 
nicfyt triel mefyr als gar nid&ts. 

$er $rtita. 2)e$ ©rafen ätypiani? unb mit toem benn? 
— 3$ fott ja noefy fyören, bajj er berfprocfyen ift. 

SRariiteKi 2)ie ©acfye ift fetyr geheim gehalten toorben. 
3luc$ toar nicfyt biel SluffyebenS bafcon )it machen. — ©ie 25 
toerben lachen, ^ßrinj. — Slber f getyt eä ben ©mpfmbfamen ! 
3)ie Siebe fielet ifynen immer bie fd^Hmmften ©treidle. @in 
SRäbcfyen ofyne Vermögen unb ofyne Slang Ijat ifyn in tyre 
©dringe ju jiefyen getoujjt, — mit ein toenig Saröe, aber 
mit trielem Sßrunfe bon £ugenb unb # @efüfyl unb Sßifc, — 30 
unb toaS toeifi u$? 
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$er Wtmz. 2Ber ft$ ben ßinbrücfen, bie Unfcfyulb unb 
©cfyönfyeit auf tfyn machen, ofyne Weitere Stücffid&t fo ganj 
überlaffen barf, — id& backte, ber toäre efyer ju beneiben, 
als ju beladen. — Unb tote tyeijjt benn bte ©lücflicfye? — 
5 Denn bei attebem ift ätypiani — icfy toeife toofyl, bajj ©te, 
SUtorinetti, ifyn nicfyt leiben fönnen, ebenfotoenig als er ©ie 

— bei attebem ift er boefy ein fefyr toürbiger junger -Kann, 
ein fcfyöner SJtann, ein reifer SJtann, ein 3Jtann botter Gifyre. 
3$ fyätte fefyr getoünfcfyt, ifyn mir berbinben pi fönnen. 2tö 

io toerbe noefy barauf benfen. 

SRariiteUt. 3ßmn eS nid&t ju fpät ift. — Denn fobiel i$ 
fyöre, ift fein $Ian gar ni$t, bei §ofe fein ©lücf ju machen. 

— ©r toiff mit feiner ©ebieterin naefy feinen 2^älern bon 
^iernont, — ©emfen ju jagen auf ben Silben unb -äRurmel* 

15 tiere abzurichten. — 2BaS fann er 33effereS tfyun ? §ier ift 
eS burefy baS 3Jttf$bünbniS, toelcfyeS er trifft, mit ifym bo$ 
auS. Der $itttl ber erften §äufer ift ifym bon nun an ber* 

fetyloffen 

$er ^nnj. ÜJltt euern erften Käufern ! — in toelcfyen baS 
20 Geremoniett, ber Btoang, W* Sangetoeile unb nicfyt feiten bie 
Dürftigfeit fyerrfcfyet. — 3lber fo nennen ©ie mir fie boefy, 
ber er biefeS fo grofee Dpfer bringt. 
3RanitcW. @S ift eine getoiffe @müia ©alotti. 
$>er Britta. SBie, -Dtarineffi ? (Sine getoiffe — 
25 RartoM. (gmilia ©alotti. 

$cr $riit$. ©milia ©alotti ? — 9limmermefyr ! 
SRarineflt. 3uberläfftg, gnäbiger §err. 
$er ^nitj, 9tein, fag> icfy; baS ift nicfyt, baS fann nid&t 
fein. — ©ie irren fiefy in bem Flamen. — DaS ©efcfyled;t 
30 ber ©alotti ift grojj» — Sine ©alotti fann eS fein; aber 
nicfyt ßmilia ©alotti; nid^t (Smilia! 
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äRaruteM. ßmilia — ßmilia ©alotti! 

$er Sßrro^ ©o giebt e§ nocfy eine, bic beibe -Kamen füfyrt. 

— ©ie fagten ofynebem, eine getoiffe (Smilia ©alotti — eine 
getoiffe. SBon ber testen lönnte nur ein 9larr fo fyred^en. — 

SRaruteKt. (Sie fmb aufcer fid^, gnäbiger §err. — kennen 5 
©ie benn biefe ßmilia! 
$>er Sßrtna. 3$ ^ a & e 5 U j^^gen, 2RarineKi, nicfyt 6t. — 

— ßmilia ©alotti? SDie Softer beS Dberften ©alotti, bei 
©abionetta ? 

äRarinetti. @ben bie. 10 

$er $Htt$. $)ie §ier in ©uaftatta mit tyrer -Dtutter 
toofynet ? 

äRarineHt. @ben bie. 

$er ^rtiia. Unfern ber Äird&e SlKerfyeüigen ? 

9Rari«etti @ben bie. 15 

$Cr $Htt$, 3Jlit einem SBorte — (tnbem er na<$ bem Porträte 
fpringt unb e8 bem SWarineUi in bie £anb giebt) S)a ! — Sttefe ? ©iefe 

(Smilia ©alotti ? — ©jmcfy bein fcerbammteS „ßben bie" no$ 

einmal unb ftofe mir ben 35olc§ in« §erj ! 
2Nauttefli. (gbtn bie! 20 

$cr «ßrttij. genfer! — SDiefe? — SDiefe @milia ©alotti 

ttrirb fyeute 

WlatintUl ©räfin 2tyj)iani ! — ($ier reifct ber ^rina bem SWari* 
neat baö 33 Üb nrieber aui ber $anb unb wirft e3 beifeite.) 2)ie Stauung 

gefcfyiefyet in ber ©titte auf bem Sanbgute be3 Saterg bei 25 
©abionetta. ©egen SKittag fahren SRutter unb £o$ter, ber 
©raf unb fcielleicfyt ein paar gfreunbe iäffirt ab. 

$C* $rin$ (ber ftd& coli »erjweifiung in einen ©tu&t wirft). ©0 bin 

i<$ verloren ! — ©0 n>tU i$ nicfyt leben ! 
SRanneHt. 2lber toa§ ift ^nen, gnäbiger §err? 30 

$>e* %tin$ (ber gegen i$n »ieber auffpringt). Verräter ! — fattS 
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mir ift? — 9hm ja, icfy liebe fte, ic§ bete fie an. 3Rögt 
ifyr eS bo$ toiffen ! mögt ifyr eS bo$ längft getoufet fyaben, 
alle ifyr, betten icfy ber tollen Drfina fcfyimpflicfye $effeln lieber 
etoig tragen fottte ! — 9iur bafe ©ie, SföarineHi, ber ©ie fo oft 

5 micfy ^fyrer innigften gfreunbfcfyaft berftcfyerten — o, ein fjürft fyat 
leinen greunb ! lann leinen gfreunb ^aben ! — bafe ©ie, ©ie, fo 
treulos, fo fyämif ty mir bis auf bief en 2lugenblicf bie ©efafyr fcer* 
fyefylen bürfen, bie meiner Siebe brofyte : toenn ic§ %1)titn jemals 
baS vergebe, — fo toerbe mir meiner ©ünben leine hergeben ! 

io aWarinefli, 3$ toeife faum Sßorte &u finben, Sßrinj, — 
toenn ©ie mic§ au$ baju lommen liefen — S^nen mein 
ßrftaunen ju bezeigen. — ©ie lieben (Smilia ©alotti? — 
©cfytour benn gegen ©d&hmr: SBenn i$ fcon biefer Siebe 
baS ©eringfte getoufct, baS ©eringfte vermutet fyabe, fo möge 

15 toeber ßngel nocfy ^eiliger fcon mir toiffen ! — (gbtn baS 
tooHt* icfy in bie ©eele ber Drfina fcfytoören. 3#r SBerbacfyt 
fd^loeift auf einer ganj anbern gä^rte. 

$er $rtna. ©o öerjeiljen ©ie mir, SKarinelli, — (inbem er ft$ 
i&m in bie sirme wirft) unb bebauern ©ie mtcfy. 

20 3Rarutettt. 9hm ba, $rinj ! 6rf ernten ©ie ba bie gfrud&t 
3#rer Burüclfyaltung ! — »dürften fyaben leinen gfreunb! 
lönnen leinen $reunb fyaben !" — Unb bie Urfad^e, toenn 
bem fo ift? — SBeil fie leinen fyaben tooüen. — §eute be* 
efyren fie uns mit tyrem Vertrauen, teilen uns tyre geheim* 

25 ften SBünfcfye mit, fd&üefeen uns tyre ganje ©eele auf, unb 
morgen finb toir tynen toieber fo fremb, als Ratten fie nie 
ein SBort mit uns getoecfyfelt. 

$er Britta. 21$, 3KarineKi, tüte fonnt' i$ 3# nen Vertrauen, 
toaS i$ mir felbft laum gefielen tooHte? 

30 WavintUi. Unb alfo toofyl no$ toemger ber Urheberin 
3$rer Qual geftanben tyaben? 



\. 2I»f3»g. 6. auftritt. 17 

$cr $nn$, 3$r ? — äffe meine SRitye ift vergeben« ge* 
toefen, fte ein jtoeite« 3Jial ju tyrecfyen. — 

SRaruteffl. Unb ba« erfte 3Jial — 

$cr $rut§. ©j>ra$ icfy fie — D, tc§ fomme bon ©innen ! 
Unb icfy f off Sfynen nocfy lange erjagen ? — ©ie fe^en mic§ 5 
einen Staub ber äßeffen : loa« fragen ©ie triel, n>ie i$ es geioor* 
ben? Letten ©ie micfy, ioenn ©ie fönnen, unb fragen ©ie bann. 

mtintUu Letten? ift ba ml ju retten? — 3Ba« ©ie 
öerfäumt fyaben, gnäbiger §err, ber ßmilia ©alotti ju be* 
lernten, ba« befennen ©ie nun ber ©räfin 2tyj>iam. SBaren, 10 
bie man au« ber erften §anb md&t ^aben fann, lauft man 
au« # ber jtoeiten : — unb fold^e SBaren nicfyt feiten au« ber 
jtoeiten um fo t>tel too^lfeiler. 

$er $rUtj. ©rnftfyaft, 9Rarmeffi, ernftfyaft, ober — 

äRarinettt. g-reilicfy, auc$ um fo fcnel fcfyled;ter 15 

$cr ?ßnti5. ©ie toerben unfcerf cfyämt ! 

aWanitcüi. Unb baju toiff ber ©raf bamit aus bem Sanbe. 
— 3 a / f° wiü^te man auf ettoa« anberS beulen. — 

$cr $riitj. Unb auf loa« ? — Siebfter, befter SRarineffi, 
beulen ©ie für mic$. 2öa3 toürben ©ie tfyun, toenn ©ie an 20 
meiner ©teffe toären? 

. SRarutettt. SSor äffen 95ingen eine ßlemigfeit als eine 
Äleinigfeit anfefyen — unb mir fagen, bafe t$ nicfyt hergeben* 
fein iooffe, loa« id& bin — §err ! 

$cr Britta, ©d&meicfyeln ©ie mir nicfyt mit einer ©etoalt, 25 
Don ber i$ tyier leinen ©ebraucfy abfege. — §eute fagen ©ie? 
fcfyon ^eute? 

<Warittettt. @rft fyeute — foff e£ gefd&e^en. Unb nur ge* 
fernen SDingen ift nid&t ju raten. — (Wa$ einer tursen üBerre fl un fl .) 
SBoffen ©ie mir freie §anb laffen, Sßrinj? äßoffen ©ie äffe« 30 
genehmigen, loa« td& ttyue? 
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$cr ^irina. äffe«, Sföarineffi, alle«, toa« biefen ©tretdfr aU 
toenben fann. 

äRarittettt. ©o Iaffen ©ie \m§ leine $t\t verlieren. — 
216er bleiben ©ie nicfyt in ber ©tabt. galten ©ie fogletcty 
5 naefy Syrern Suftfd&loffe, naä) Sofalo. $er 2Beg na<$ ©a* 
bionetta gc^t ba fcorbei. $&tnn e« mir nicfyt gelingt, ben 
©rafen ougenblitflid^ ju entfernen, fo benf t$ — 2)od&, 
boefy; icfy glaube, er gefyt in biefe gaffe gettrife. ©ie Motten 
ja, Sßrinj, toegen öftrer SBermätylung einen ©efanbten nad& 
io5Waffa f fielen? Saffen ©ie ben ©rafen biejer ©efanbte 
fein, mit bem Sebtnge, bafc er noc§ fyeute abreifet. — 33er* 
ftefyen ©ie? 

$cr ^rttia» SBortrefflicfy ! — Sringen ©ie tfyn ju mir fyer* 
au«, ©efyen ©ie, eilen ©ie. 3$ toerfe miefy fogleid^ in 

15 ben äßagen. (TOartnelU fl e$t ob.) 



Siebenter auftritt 

$er *ri«a. ©ogleid^ ! fogleid^ ! — 2Bo blieb e« ? — 
cs>i$ na* bem Porträte umfe^enb.) 2luf ber 6rbe ? ba« h>ar ju arg ! 
Onbem er e« ouftebt.) $od& betrauten ? betrauten mag ic§ btc& 
für« erfte nid^t mefyr. — Sßarum fottt* id) mir ben Sßfeil 

20 no$ tiefer in bie äßunbe brücfen ? (©e*t es beifeite.) — ©es 
fd^mad^tet, gefeufjet fyab' ic§ lange genug, — länger, als td& 
gefottt ^ätte, aber nicfyt« getrau ! unb über bie järtüd&e Un* 
tfyätigfeit bei einem £aar' äffe« öerloren ! — Unb toenn nun 
bod& äffe« verloren toäre? Söenn 3Karineffi nid&t« au«rid&* 

25 tete ? — SBarum ttriff icfy mid& au$ auf tyn affein berfaffen? 
@« fällt mir ein, — um biefe ©tunbe (na$ ber u&r fe$enb), um 
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btefe nämlid^e Stunbe pflegt baä fromme SRäbd^en alle 
■üRorgen bei ben SDominifanern bie Sföeffe ju fyören. — 2Bie, 
toenn i$ fie ba ju tyrecfyen fachte? — $)ocfy fyeute, fyeut' an 
ifyrem §oc^jettgtage — fyeute Serben ifyr anbete SDinge am 
§erjen liegen als bie Sföeff e. — ^nbtä, toer toetfe ? — 63 • 5 

ift ein ©ang. — (ß* Hingett, unb inbcm er einige »on ben papieren auf bem 
fciföe Saftig aufatnmenrafft, tritt ber Äammerbiener herein.) £a$t ÖOrfafyren ! 

— 3f* wc^ leiner fcon ben Säten ba? 
$cr Äammerbietter. ßamitto Sota* 

$Cr $ritt$. @r foll ^ereinlommen. (2>er Äammerbiener ae$t ob.) 10 

3l\xx aufhalten mufc er miefy nid&t Motten. 2)a3mal nid^t ! — 
3$ ftefye gern feinen 4Bebenflicfyfeiten ein anbermal um fo 
fciel länger ju SMenften. — S)a toar ja noc$ bie 33ittfc$rift 
einer ßmilia Srune^i. — (@ie fu<$enb.) 35ie ift*«. — 316er, 
gute 33rune£cfyi, too beine S3orfyre$erm 15 



2ld>ter auftritt. 

SamtKo ?R 1 a , Stfcriften in bet #anb. ©er $ring. 

$er ^riitj, kommen Sie, Sota, lommen ©ie. — §ier ift, 
toaS tefy biefen -JRorgen erbrochen. Sticht biel £röftlicfye3 ! — 
©ie toerben fcon felbft fefyen, h>a3 barauf ju verfügen. — 
Stemmen ©ie nur. 
(Samtflo Wota. ©ut, gnäbiger £err. 20 

$cr Britta. 3lo6) ift fyier eine 33ittf$rift einer (Smüia 
©alot . . 33rune3cfyi toitt i$ fagen. — 3$ ^be meine 33e* 
hriHigung jtoar fcfyon beigefcfyrie&en. 2lber bo$ — bie ©ad&e 
ift feine Äleinigleit — Saffen ©ie bie Ausfertigung no<$ 
anfielen. — Ober au<$ nid^t anfielen ; toie ©ie tootten, 25 
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Gamtffo JRota. SRicfyt toie icfy hriff, gnäbtger §err. 
$cr $rin$, 2öa3 ift fonft ? ßttoaS ju unterfd&retben ? 
(SamiKo fRota, ©in £obe8urteil toäre ju unterfcfyreiben. 
®er ^rüij. Siedet gern. — 9htr fyer ! gef cfytmnb. 

5 Gamtflo JRota (fH»*tfl unb ben $rinjen tfarr anfe&enb). ©n £obe§* 

urteil — fagt* tc$. 

$cr $riitfc 3$ työre l a to0 ^- — @* Kirnte f$on ge* 
fcfyefyen fein. 3$ bin eilig. 

Gamtflo 9f|ota (feine Schriften nac&fe&enb). 9lutt fyab* t$ e3 bo$ 

io toofyl nicfyt mitgenommen ! SSerjei^en ©ie, gnabiger 

§err. — @3 fann äfaftanb bamit fyabtn bis morgen. 

$er ^rtttj. 2luc§ ba3 ! — ^Jaclen ©ie nur jufammen : iä) 
mufe fort. — SRorgen, 9tota, ein -äRefyreS ! (®e*t ab.) 

Qantttto s Jiota (ben Äopf fd&üttelnb, inbem er bie Rapiere ju ftd& nimmt 

i 5 unb abgebt). SfJcd^t gern ? — (Sin SCoteSurteil recfyt gern ? — 
8$ tyätf e§ il)n in biefem 2lugenblicle nicfyt mögen unter» 
fd&reiben laffen, unb ioenn e§ ben 2Rörber meines einzigen 
©ofyneS betroffen fyätte. — 3te$t gern ! red&t gern ! — @& gefyt 
mir bur$ bie ©eele, biefeS gräfelutye Stecht gern! 



2He ©ceiie : ein Baal in bem §aufe ber OatottL 



€rfter 2luftrttt 

Glaubta ©alottt. $trro. 
(Ifftltbta (im $erau4tret™ |u fSirro, ber oon ber onbem 6ette ^ereintritt). 

9B3er fprengte ba in ben §of? 

$irro. Unfcr £err, gnäbige grau. 

Gfattbia. 3Rein ©ema^l? 3[t e3 möglidfr? 

$trro. @r folgt mir auf bcm gufee. 5 

Glanbia. ©o unvermutet ? — (3&m entflegeneuenb.) ä($ ! mein 
»efter ! — 



5n?eiter 2luftritt. 

Oboarbo ©alottt unb bte Sortgen. 

Dboarbo. ®uten SRorgen, meine 2iebe! — 9tfd&t toa^r, 
ba3 tyeifct überrafd&en? 

etaubia. Unb auf bie angene^mfte 2trt! — SBenn e3 an* 10 
ber£ nur eine Überrafd&ung fein fott. 

Dhüatto. 9ttd&t* toeiter ! ©ei unbef orgt. — 3)aS ®lücf be$ 
heutigen SCageS toedfte ntid& fo frity ; ber ^Borgen toar fo 
fäön; ber 2Beg ift fo furj; id& bermutete eu<& faer fo ge* 
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fcfyäftig — 2Bte leidet öergeffen ftc ettoa3 ! fiel mit ein. — 
9Rit einem SBorte: icfy fomme unb fefye unb fe^re fogleid^ 
toieber jurücf. — SBo ift ©milia? Unftreittg befd^äfttgt mit 
bem 5ßu$e? — 
5 Glattbia. 3tyrer Seele ! — ©ie ift in ber SJieffe. — »3$ 
fyabe fyeute mefyr aU jeben anbern £ag ©nabe bon oben 51t 
erflehen," fagte fte unb liefc alles liegen unb na^m iljren 
©Fleier unb eilte — 
Dboarbo. ©an) allein? 

10 (Staubte. 95ie Wenigen ©dritte 

.Oboarbo. ßiner ift genug ju einem gfefyltritt! — 
ßhmbia. 3ürnen ®* e n ^*/ me * n Sefter, unb fommen 
©ie herein, — einen Sfagenblicl auSjurufyen unb, toann ©ie 
tooHen, eine ßrfrifcfyung ju nehmen. 
15 Oboarbo. SBie bu meineft, (Slaubia. — 2tber fte foffte 
nid&t allein gegangen fein. — 

Gfaubia. Unb 3$r, $irro, bleibt fyier in bem Stimmer, 
alle 33efucfye auf tyeute ju berbitten. 



Dritter auftritt. 

$irro unb balb barauf fcngelo. 

$trro. 35ie ft<$ nur aus SReugierbe melben Iaffen. — 2Ba8 
20 bin td& feit einer ©tunbe nicfyt alles ausgefragt toorben! — 
Unb toer lömmt ba? 

9(ttge(0 (nod& fcalb hinter ber ©cene in einem turjen OKantel, ben er über 
bad ©efl$t gesogen, ben £ut in bie etirne). *)Jirr0 ! — SßirTO ! 

$trru. 6in 95e!annter ? — (Snbem Stngelo »ottenbfi fcereintritt unb 
25 ben Mantel ouSeinonber fd&Wgt.) £immel ! SSfagelo ? — $U ? 
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»ngclo. SBie bu fiefyft. — 3$ bin lange genug um ba3 
£au3 herumgegangen, bicfy ju tyred^en. — 2luf ein SÖBort ! — 

$mro, Unb bu toagft e§, toieber an« Sid^t ju fommen? 
— 95u bift feit beinet legten Sföorbtfyat öogelfrei erfläret; 
auf beinen Äopf ftefyt eine 4Beloljnung — 5 

»itöeJo. 95ie boc§ bu nicfyt n>trft öerbienen tootten ? — 

$trro. 2öa3 totUft bu? 2$ bitte bid&, mad&e mid& nid&t 
unglüdlicfy. 

2fogefo, 95amitettoa?(t^m einen »eutel mit ®elbe seißenb) — Stimm! 

G& gehöret bir! io 

$trro. 3Wir? 

Sttgefo, §aft bu bergeffen? 2)er 2)eutfd&e, bein boriger 
§err, 

$trro, ©cfytoeig baöon! 

Sfagefo* 2)en bu un3 auf bem SBege nad& Sßifa in bie 15 
gatte fttyrteft — 

^irro. Sßenn \m$ jemanb fyörte! 

Bttgefo. §atte ja bie ©üte, uns auc$ einen I oftbaren 
3ting ju fyinterlaffen. — Sßeifjt bu nicfyt? — @r toar ju 
loftbar, ber Sting, als ba£ h)ir ifyn fogleicfy ofyne 33erba$t 20 
Ratten ju ©elbe machen fönnen. ©nblicfy ift mir e3 bamit 
gelungen. 3$ fabe Ijunbert ^iftolen bafür erhalten: unb 
ba3 ift bein 2lnteil. SRimm ! 

$irro. 3$ m<*8 nichts, — bebalt* alle«. 

ftttgcfo, Sföeinettoegen ! — SBenn e3 bir gletd&biel ift, 25 

tüie fyod& bu beinen $Oj>f feil trägft — (3H8 ob er ben »eutel toteber 
einfielen rootttc.) 

$trro. ©0 gieb nur ! (Wmmt i&n.) — Unb toa« nun ? 
2)ennbafj bu blofe belegen mic§ auf gefugt fyaben foKteft 

Hitgefo. $)a3 fömmt bir nicfyt f red^t glaublich bor ? — 30 
§aHunfe! 3BaS benfß bu bon uns? — 35af* toir fäfyig 
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fmb, jemanb feinen SSerbienft öorjuentfyalten ? 3)a3 mag 
unter ben fogenannten eljrlid^en Seuten 3Kobe fein, unter 

VLtlZ nid^t. — £eb töofyl ! — (£&ut att 06 er fle&en »oute, unb fe$rt 

©ieberum.) ©in« mufc i$ bo$ fragen. — 95a fam ja ber 
5 alte ©alotti fo ganj allein in bie ©tabt gefyrengt. 2ßa3 
ttriH ber? 

$irro. SRicfytS toill er; ein blofcer ©pajierritt. ©eine 
Stocher h>irb fyeut' abenb auf bem ©ute, Don bem er fyer* 
fömmt, bem ©rafen ätypiani angetrauet. @r fann bie 3eit 
10 nid&t ertoarten — 

ttngeto. Unb reitet balb toieber fyinau«? 
$mro. ©0 balb, bafe er bi$ fyier trifft, too bu no$ lange 
fcerjiefyeft. — 2lber bu fyaft bod^ feinen äfofcfylag auf ifyn. 
SRimm bic§ in a$t. ßr ift ein Sföann — 
15 Ättöefo, Rtnn' ic§ ifyn nicfyt? §ab' i$ nid^t unter ifym 
gebienet ? — SBenn barum bei ifym nur öiel ju ^olen toäre ! 
— 2Bann fahren bie junge Seute naefy? 
$irro, ©egen Mittag. 
»itgelo. gjlit fciel Segleitung? 
20 $trw. 3n einem einigen Sßagen : bie 3Jiutter, bie %ofy 
ter unb ber ©raf. (Sin paar greunbe fommen atö ©abto* 
netta als 3 eu 8 en - 
»ngelo. Unb Sebiente ? 

«ßtrro. 9htr jtoei aufeer mir, ber icfy ju Sßferbe Dorauf 
25 reiten fott. 

2togeU>, 2)a3 ift gut. — SRocfy ein« : toeffen ift bie ©quu 
page? 3ft e3 eure? ober beä ©rafen? 
«ßtrro. 95e3 ©rafen. 

Httgelo, ©d&limm ! 95a ift no<$ ein SBorreiter aufcer einem 
30 fyanbfeften ßutfcfyer. 95od& ! — 

*teo. 3$ erftaune. 2lber h>a$ tt>iUft bu ? — 95a« btfcd&en 



^ **£ * "** ""* ^ a6e « b «^ «* f*«ti* ber 

W"^' uÜh° r l nt ^ ter bie ® taut fetbft » 
***«* fein? ""* M bie ' em »«N« fbV fa* bei« ft*. 

b ^«n C ^ U *** <~f- Skte befreite! «„b ^re ' 

*«»• *«mmerme*r! 
£«*» f „ iercm _J * «<"* 8«, bu to iaft ben ©etpiffen. 

bu m * <*« a„ 9 el^,^ ema,9erUm ^ b ^r 8 fi„bet,aI 8 
$««•». 2tBeir 9r r 
«»«er», sti, ' J n9€ [ ' um *** §tmmel« toiHen! - 



Vierter auftritt. 
«taSlT* s?'! Bkibt mir * u Ian 9' ™* - 

«einen Sob« *„ *"' bwfen toürbi 9 en Jungen S?« * : 



20 
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Glaubte. 95a« §erj bricht mir, tocnn ic§ hieran gebenfe. 

— ©o ganj foffen toir fie verlieren, bicfe einjige, geliebte 
SCod^ter ? 

Dboarbo. 2Ba3 nennft bu fte berlieren ? ©ie in ben 2lr* 
5 men ber Siebe ju toiffen ? Vermenge bein Vergnügen an ifyr 
nicfyt mit ifyrem ©lüde. — $)u möd&teft meinen alten Slrgtoofyn 
erneuern: — bafe e$ mefyr ba$ ©eräufcty unb bie l&ttfjtttns 
ung ber 2Belt, me^r bie Stä^e be$ igofeS toar afe bie -Kot* 
toenbigfeit, unferer Softer eine anftänbtge (Srjtefyung ju 
io geben, toaS bi$ betoog, fyier in ber ©tabt mit ifyr ju bleiben, 

— fern bon einem Sföanne unb 33ater, ber eucfy fo fyerjltc§ 
liebet. 

(Sfanbia. 2Bie ungered^t, Dboarbo ! 3lber lajj mic$ tyeute 
nur ein einjigeä für bicfe ©tabt, für biefe Sftäfye be3 §ofe$ 

15 fyrectyen, bie beiner ftrengen Stogenb fo öerfyafet ftnb. — §ier, 

nur fyier fonnte bie Siebe jufammenbringen, toa§ für,einanber 

gefd&affen toar. §ier nur fonnte ber ©raf ßmilien finben, unb 

fanb fte. 

Dboarbo. $a£ räum' ic§ ein. 216er, gute ßlaubia, fyatteft 

20 bu barum recfyt, toeil bir ber 2lu3gang rec^t giebt ? — ©ut, ba£ 
e$ mit biefer ©tabterjtefyung fo abgelaufen ! Safct uns nid^t 
toeife fein toollen, too totr nic&tS als glücflicty getoefen ! ©ut, 
bafc e3 fo bamit abgelaufen ! — SRun §aben fte ft$ gefunben, 
bie für einanber beftimmt toaren ; nun lafc fte jiefyen, tooljin Un= 

25 fd&ulb unb 9tu$e fie rufen. — 2Ba3 foHte ber ©raf fyier ? ©ic§ 
bücfen unb fcfymeid&eln unb frieden unb bie SföarinettiS au$$u= 
fted^en fucfyen, um enblicfy ein ©lücf ju machen, beffen er nic&t 
bebarf ? um enblicfy einer Gfyre getoürbiget gu toerben, bie für 
ifyn feine toäre ? — ^ßtrro ! 

30 ißtnro. §icr bin id&. 

Dboarbo. ©efy unb fü^re mein $ferb bor ba3 §au3 beS 
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©rafen. %$ lommc nacfy unb toitt micfy ba lieber auffegen. 
($irr<> gc^t ab.) — SBarum fotf ber ©raf fyier bienen, toenn er 
bort felbft befehlen fann ? — $aau beben! eft bu ntcfyt, glaubia, 
bafe bur$ unfere £o$ter er e3 bollenbs mit bem Sßrinjen 
berberbt. 95er $rmj fyafet mtcfy — 5 

(Sfaubta. aSteffeic^t toeniger, ate bu beforgeft. 

Oboarbo. 33eforßeft ! 3$ beforg* auefy fo toaS ! 

(Stanbta. 35enn fyab' icfy bir fcfyon gefagt, bafe ber $rinj 
unfere £o$ter gefeiert fyat? 

Oboarbo. 95er Sßrhtj ? Unb too ba§ ? io 

(Haubia, $n ber legten S3eggfyia, bei bem Äanjler ©ri= 
malbi, bie er mit feiner ©egentoart beehrte. @r bejeigte 
ftcfy gegen fte fo gnäbig 

Dboarbo. ©o gnäbig? 

(Sfaubta. @r unterhielt fiefy mit ifyr fo lange 15 

Dboarbo, Unterhielt fi$ mit ifyr? 

Glattbta. Schien bon ifyrer SJhmterfeit unb i^rem 2Bi$e fo 
bezaubert 

Dboarbo. ©0 bejaubert? — 

Glaubta. §at bon iljrer ©d&önfyeit mit fo Dielen SobeSer« 20 
Hebungen gefyrocfyen 

Dboarbo. SobeSerfyebungen ? Unb baS alles erjä^lft bu mir 
in einem £one ber ßntjücfung? D Glaubia! Slaubia! eitle, 
työrid&te SRutter! 

Gfaubta. 2Biefo ? 25 

Oboarbo. SRun gut, nun gut ! 2lu$ ba§ ift fo abgelaufen. 
— £a ! SBenn idj mir embilbe — 35a3 gerabe toäre ber 
Drt, h)o ic$ am töblicfyften ju öertounben bin ! — @in SBottüft* 
ling, ber betmmbert, begehrt. — ßlaubia ! ßlaubia ! ber blofee 
©ebanle fefct miefy in SBut. — 2)u fyätteft mir ba$ foglei$ 30 
foHen gemelbet tyaben. — 35o$, id& möchte bir fyeute nicfyt 
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gern ettoaS Unangenehme^ fagen. Unb ic§ toürbe (tnbem fte 
i&n bei ber $anb ergreift), mnn icfy länget bliebe. — 95rum lafj 
miefy ! lafc miefy ! — ©ott befohlen, ßlaubia ! — $ommt 
glüdHid^ nad) ! 



fünfter auftritt. 

5 Glaubta ©afotti, SEBcId^ ein 9Rann ! — D, ber raupen 
£ugenb ! — toenn anberS fte biefen Flamen öerbienet, — 2llleS 
fcfyeint ifyr öerbäctytig, alles ftrafbar ! — Dber, totnn ba3 bie 
■JRenfd&en fennen Reifet: — toer feilte fiefy toünfcfyen, fie ju 
f ennen ? — 3Bo bleibt aber auefy ßmilia ? — 6r ift be3 23ater3 

10 geinb : folglich — folglich, totnn er ein 2luge für bie £o$ter 
tyat, fo ift e3 einjig, um tyn ju bef dampfen ? — 



Scdffter auftritt. 

Gmilia unb Glaubia ©atottt. 
(Stattlta (ftürjet in einer ttngftlic&eii SBerwirrung herein). 2&)fyl mir ! 

toofyl mir ! SRim bin icfy in ©td^erfyeit. Dber ift er mir gar 

gefolgt ? (3nbem fte ben ©Fleier jurücfttrirft unb i&re SKutter erblitfet.) Jjft 

15 er, meine 9Wutter ? ift er ? — SRetn, bem igimmel fei 3)anf ! 
Sfmtbta. 3ßa§ ift bir, meine Softer? toaS ift bir? 
(SmUta. STCic&tS, nichts — 

Glaubta. Unb bliefeft fo toilb um bid&? Unb jitterft an 
jebem ©liebe? 
20 <£nttlta, 2öa§ fyab } icfy fyören muffen ! Unb too, h>o fyab' tc§ 
e3 fyören muffen ! 
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Glaubte. %d) §abe biefy in ber Äircfye geglaubt — 
ewiita. ©benba ! 9BaS ift bem Safter Rxxfy unb Sttltar ? 

— 21$, meine 3Ruttet ! (@td& t*r in bie «rme rcerfeub ) 

(Slattbta, 3tebe, meine £o$ter ! — aftad^ meiner gurcfyt 
ein ßnbe. — SBaS fann bir ba, an ^eiliger ©tätte, fo ©d^Km* 5 
meS begegnet fein? 

(£miüa. 5Rie l}ättt meine äfabacfyt inniger, brünftiger fein 
foffen als fyeute ; nie ift fie toemger getoef en, toaS fie fein fottte. 

Glattbia. 2öir fmb -JRenfc^en, gmilia. 3)tc ©abe, ju beten, 
ift nid^t immer in unferer ©etoalt. 2)em §immel ift beten io 
tooüen, auc§ beten. 

<£mtlia. Unb fünbigen toollen, aud& fünbigen. 

Qfaubta. 3)a3 fyat meine ßmilia nit^t toollen ! 

<£müta. SRein, meine Sföutter, fo tief liefe mi$ bie ©nabe 
nic^t fhtfem — 2lber bafe frembeS Safter uns toiber unfern 15 
SBitten ju SRitfcfyulbigen machen !ann! 

ßfoubta. gfaffe bi$ ! — ©ammle beine ©ebanfen, fo biel 
bir mögliefy. — ©ag' es mir mit eins, toaS bir gefcfyefyen. 

dmiüa. 6ben fyatt' ic§ mi<$ — toetter Don bem 2lltare, als 
icfy fonft pflege, — benn icfy lam ju fpät — auf meine Änie ge* 20 
laffen. 6ben fing icfy an, mein §erj ju ergeben, als bid^t hinter 
mir ettoaS feinen $la$ nafym. ©0 bicfyt hinter mir ! — 3$ 
fonnte toeber bor, no$ jur Seite rüdfen, — fo gern i$ auefy tooUte, 
auS fturctyt, bafe eines anbern 2lnba$t mi$ in meiner ftören 
möchte. — 2lnbacfyt ! baS toar baS ©c^ltmmfte, toaS \6) beforgte. 25 

— 3(ber eS toä^rte nic^t lange, fo fyört' icfy ganj nafy' an 
meinem Dfyre, — na$ einem tiefen ©euf jer, — ntcfyt ben 5Jamen 
einer ipeiligen, — ben 5iamen, — jürnen ©ie nid^t, meine 3RuU 
ter — ben Flamen %f)xtx Softer ! — meinen Flamen ! — D, 
bafe laute iDonner miefy fcerfyinbert fyätUn, mefyr ju fyören ! — 30 
@S fpracfy öon ©cfyönfyeit, fcon Siebe — @S Ilagte, bajj biefer 



30 €mtlta (Safottt. 

£ag, toelcfyer mein ©lüdf ma$e, — toenn er e$ anberS ma$e, 

— fein Unglüdf auf immer entfcfyetbe. — 63 befcfytoor mi$ — 
£ören muf^t' t$ bieg alles. 2tber t$ blidfte m$t um ; i$ tooHte 
tfyun, als ob \6) eS ni$t fyörte — 2öa8 tonnt' ic$ fonft? — 

5 -Dleinen guten ßngel bitten, mi$ mit Jaub^eit ju fd^lagen, unb 
toann au$, toann au$ auf immer ! — 2)a3 bat i$ ; ba3 toar 
ba8 einige, toaS xdf beten fonnte. — Gmblicfy toarb e3 $eit, mi$ 
toieber ju ergeben. 2)a§ ^eilige 3tmt ging ju 6nbe. %ä) $U 
terte, mi$ umjufefyren. $d() gitterte, tfyn ju erblidfen, ber ft$ 
io ben fjrefeel erlauben bürf en. Unb ba icfy mt$ umtoanbte, ba icfy 
ttyn erblidfte — 
(Slaubta, SEBen, meine £o$ter? 
<£müta, Staten Sie, meine -Dtutter, raten ©ie. — 3$ 
glaubte, in bie ßrbe ju ftnfen. — 3# n felbft. 
15 Glrrobia, SEBen tyn felbft? 
(Smtlta. £)en Sßrinjen. 

aiaitbut. ©en ^ßrinjen ! — D, gefegnet fei bie Ungebulb 
beineS SBaterS, ber eben fyter fear unb btcfy nid^t ertoarten 
tooHte! 
20 <£müta. 3Kein SBater fyter ? — unb toottte mxd) nid^t er« 
toarten ? 

Glaubtet. SEBenn bu in beiner SBerftrirrung aucfy ifyn ba§ 
fyätteft fyören laffen! 
<$müta. 5Kun, meine -Kutter? — 2Ba§ fyätV er an mir 
25 ©traf bareS finben lönnen ? 

(Haubta. 5Ri$t3 ; ebenfotoenig afe an mir. Unb bo$, bo$ 

— §a, bu lenneft beinen SBater nicfyt ! 3 n feinem $ome ^ätt' 
er ben unfcfyulbigen ©egenftanb be§ 33erbre$en3 mit bem 
SBerbrecfyer &ertoe$felt. ^n feiner SEBut ^ätt' t$ ifym ge* 

30 fc^ienen, baS beranket ju fyaben, toaS i$ lieber feerfyinbern, 
no$ öorfyerfefyen lönnen. — 2lber toetter, meine Softer, 
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Weiter ! 2118 bu ben ^ßrinjen erfannteft — 3$ Will fyoffen, bafe 
bu beiner mächtig genug Wareft, ifym in einem ©liefe alle bie 
Seracfytung ju bejeigen, bie er fcerbienet. 

(Smitta. ©a3 War ity mcfyt, meine -Dtutter! 3la$ bem 
©liefe, mit bem t$ tyn erfannte, §atV \6) nid^t ba3 §erj, einen 5 
feiten auf tfyn ju rieten. 3$ ffo& — 

Glaubtet. Unb ber Sßrinj bir na$ — 

@mUia. SBaS \d) nic^t Wufete, big i$ in ber §atte tmety bei 
ber £anb ergriffen füllte. Unb toon tfym ! 2lu3 ©cfyam mu^t' 
\ä) ftanbfyalten : miefy feon tfym Io^uWmben, Würbe bie Sorbet 10 
ge^enben ju aufmerffam auf uns gemalt baben. ©a3 War bie 
einzige Überlegung, beren \6) fäfyig fear — ober beren xd) nun 
mid? Wieber erinnere. @r fpracfy ; unb tefy fyab' ifym geantwortet. 
216er toa$ er fpracfy, loaS icfy ifym geantwortet, — fällt mir e3 
noefy bei, fo ift e$ gut, fo Will i$ eS 3§ nen f a 9 en > meine -Dtutter. 15 
3efct Weife i$ Don bem allen nichts. -Dieme ©inne Ratten nuefy 
öerlaffen. — Umfonft benf ' tefy na$, Wie ic§ fcon tfym Weg unb 
au3 ber §alle gelommen. 3$ fittbe mtcfy erft auf ber ©trafee Wie« 
ber ; unb fyöre ifyn hinter mir fyerf ommen ; unb fyöre tfyn mit mir $1* 
gletcfy in ba$ §au8 treten, mit mir bie treppe hinauf fteigen 20 

Glaitbta. 35ie g-urc^t §at tfyren befonbern ©inn, meine %od)* 
ter! — 3$ Werbe e3 nie fcergeffen, mit Welker ©ebärbe bu 
tyereinftürjteft. — 9tein, fo Weit burfte er nid^t Wagen, bir ju 
folgen. — ©ott ! ©oit ! Wenn bein S3ater ba3 Wüfete ! — 
2öie Wilb er f$on War, als er nur työrte, bafe ber $rinj bt$ 25 
jüngft nid^t ofyne -Dttfefatten gefefyen ! — ^xibte, fei rufyig, meine 
5£o$ter ! 3?imm e$ für einen £raum, WaS bir begegnet ift. 
2luc§ Wirb e3 no$ Weniger folgen fyabzn als ein £raum. ©u 
entgefyeft fyeute mit eins allen 9tad^fteHungen. 

(SmUta. 2lber, nid^t, meine -Kutter ? 35er ©raf mufe baS 30 
toiffen. %$m mufe \6) eS fagen. 
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Glcrobta. Um alle Söelt nic^t ! — 2Boju ? foarum ? SSiffft 
bu für nichts unb hneber für nichts ifyn unruhig machen ? Unb 
toann er e§ au$ i$t nid^t toürbe : toiffe, mein Äinb, bafe ein 
©ift, toelcfyeS rtid^t gleicfy toirfet, barum lein minber gefährliches 
5 ©ifi ift. $ßa$ auf ben Stebtyaber feinen ßinbrud macfyt, fann 
ifyn auf ben ©emafyl machen. S)en Siebfyaber fönnt' e3 fogar 
fctymeicfyeln, einem fo toicfytigen -Dlttbetoerber ben Slang abju= 
laufen. 2lber toenn er tfym ben nun einmal abgelaufen fyat : 
afy ! man $inb, — fo toirb aus bem Siebfyaber oft ein ganj 

io anbereS ©efcfyöpf. £)ein gutes ©eftirn behüte bicfy feor biefer 
(Srfafyrung. 

(£miUa. ©ie toiffen, meine ^Kutter, toie gern i$ 3$ren & e f s 
fern ßinjicfyten mid; in allem unterwerfe. — Slber toenn er e3 
fcon einem anbern erführe, bafe ber Sßrinj micfy fyeute ges 

15 fprod&en ? SSJürbe mein SSerf cfytoeigen rtid^t, früfy ober fpät, 
feine Unruhe bcrme^ren ? — 3$ badete bocfy, icfy behielte lieber 
fcor tfym nichts auf bem §erjen. 

(Staubta. @$toad^eit! verliebte ©$ft>ad^eit ! — -Kein, 
burd&auS ni$t, meine Softer ! ©ag' ifym ni$t3. Safc ifyn nichts 

20 merfen ! 

(SmUia. 9iun ja, meine -äJhttter ! 3$ fyabe feinen SBillen 
gegen ben 3$rigen. — 2t§ a • < Wit eincm tic f cn %t*™m*-) SUicfy 
loirb mir toieber ganj leidet. — 2öa3 für ein albernes, fur$t= 
f ameS ©ing id) bin ! — 9ii$t, meine -Dtutter ? — 3$ $'<&* 

25 mtcfy nocfy toofyl anberS* babei nehmen fönnen unb toürbe mir 
ebenfotoemg bergeben fyaben. 

Glaitbta. 3$ tooffte bir ba3 nid^t fagen, meine Softer, 
bebor bir e3 bein eigner gefunber SSerftanb fagte. Unb xd) 
toufete, er toürbe bir e3 fagen, fobalb bu toieber $u bir felbft 

30 gefommen. — 3)er $rin& ift galant. 3)u bift bie unbebeutenbe 
©J>ra$e ber ©alanterie ju toenig getoofynt. eine §öflid^feit 
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toirb in tfyr jur Gümpfmbung, eine (Schmeichelei jur Seteurung, 
ein ginfatt jum Sßunfcfye, ein Söunfcfy jum SBorfafce. 9l\d)t$ 
Hingt in biefer Spraye toie alles, unb alleä ift in ifyr fo Diel 
als nichts. 

@ntiKa, D meine -Dlutter ! — fo müfete \6) mir mit meiner 
g-urcfyt bottenbS lä$erlt$ toorfommen ! — -Kun foff er getoip 
nichts batoon erfahren, mein guter Stypiam ! @r fönnte mxi) 
leidet für metyr eitel als tugenbfyaft galten. — §ui ! bafc er ba 
felbft fömmt! @3 ift fein ©ang. 



Siebenter 2tuftrttt. 

©raf %ppiani. $ie Vorigen. 

$typtatU (tritt tieffinnig, mit oor ft<$ ^ingefölagenen SCugen herein unb io 
Wmmt nä&er, o$ne fic ftu erblicfen, bis dmüia i&m entgegenbringt). 2tfy, meine 

Seuerfte ! — 3$ toar mir ©Je in bem SBorjimmer nid^t fcer* 
mutenb. 

(Smttta. 3$ toünfd&te ©ie Reiter, §err ©raf, auc§ too ©ie 
micfy nid^t fcermuten. — ©o feierlich ? fo ernftfyaft ? — 3f* bie* 15 
fer Sag feiner freubigem ätuftoallung toert? 

«Wutttt. ©r ift mefyr loert als mein ganjeS geben, aber 
fcfytoanger mit fo fciel ©lüifeligfeit für mi$, — mag e§ toofyl 
biefe ©lücffeligfeit felbft fein, bie mtc§ fo ernft, bie micfy, toie 
©ie e3 nennen, mein ^räuletn, fo feierlich macfyt. — ßnbem er 20 
bie anuttcr cvWicft.) §a ! au$ ©ie ^ier, meine gnäbige fjrau ! 
— nun balb mir mit einem innigem tarnen ju fcerefyrenbe! 

<£laitbta. ©er mein größter ©tolj fein hnrb ! — 2Bie 
glücflicfy bift bu, meine ©milia! — 2Barum fyat bein SSater 
unfere (Sntjüdung nicfyt teilen tooHen? 25 
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ftWtatti. ©Ben §abt \<f) micfy au$ feinen Sinnen gertffen, 
— ober bielmefyr er \id) aus meinen. — Sßelcfy ein -Dtann, meine 
©milta, 3$r SSater ! ©a8 -Dtufter aller männlichen £ugenb ! 
3u toaS für ©efinnungen ergebt ft$ meine ©eele in feiner 
5 ©egentoart ! 9iie ift mein Sntfc^Iujs, immer gut, immer ebel 
ju fein, lebenbiger, als toenn i$ tfyn fefye, — toenn xd) tfyn mir 
benfe. Unb toomit fonft, als mit ber Erfüllung biefeS @nt* 
fcfyluffeS fann \<f) tm$ ber Gtyre toürbig machen, fein ©o^n ju 
Reiften, — ber 3^9* W f e ^/ m ™* (SmiKa ? 
io (gmilta, Unb er toollte mid& nid&t erwarten! 

9lWtattt. 3$ urteile, toetl ifyn feine Gümilia für biefen 
augenblitflid&en SSefucfy $u fefyr erfcfyüttert, ju fefyr ftdfj feiner 
ganjen ©eele bemächtigt fyätte. 
Glaubia. ©r glaubte bicfy mit beinern Srautfctymucfe befcfyäf= 
15 tiget $u finben, unb fyörte — 

VWUraL 2Ba3 t$ mit ber järtlid&ften SSehmnberung toieber 
Don tym gehört fyabe. — ©o re$t, meine (Smilia ! 3$ toerbe 
eine fromme fjrau an 3$nen tyaben unb bie nid^t ftolj auf ityre 
fjrömmigfeit ift. 
20 (Sfaitbia. Slber, meine Äinber, eines tfyun unb baS anbere 
nid^t laffen ! — -Kun ift eS fyofye 3^ ; nun madfr', ©milia ! 
HWiaiti. 2Ba3? meine gnäbige grau. 
GJaubia, ©ie looffen fie bo$ nid^t fo, §err ©raf, fo hrie fie 
ba ift, jum 2lltare führen? 
25 ^Mipiatti. 2Batyrli$, baS loerb' tcfy nun erft getoatyr. — SOBcr 
fann ©ie fefyen, ßmilia, unb au$ auf Sfyren $ßu§ achten ? — 
Unb toarum nicfyt fo, fo tote fie ba ift? 

(SntUia» 5ftein, mein lieber ©raf, mcfyt fo, m$t ganj fo. 

9lber au$ nidfjt Diel ^räd^tiger, ni$t fciel. — §ufd&, fyufc§, unb 

30 \ä) bin fertig ! — SRicfytS, gar nid&tS fcon bem ©efcfymeibe, bem 

legten ©efcfyenfe %f)m i>erfc§h>enberifc§en ©rojjmut! 9lic§t3, 
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gar nichts, toaS ftcfy nur ju folgern ©efc^meibe fcfyidfte ! — 
2$ fönnte ifym gram fein, biefem ©efd&metbe, toenn e£ nicfyt Don 
2$nen toäre. — 2)emt breimal fyat mir Don ifym geträumet — 

(UattMa. -Kun? Ration toeife \ä) ja nichts. 

<£mUia, Sil« ob t$ eS trüge, unb als ob plöfcltcfy jtcfy jeber 5 
©tein bereiten in eine $erle fcertoanbele. — perlen aber, 
meine -Dtutter, Sßerlen bebeuten Streuten. 

Glaitbta. ßinb ! 2)te SSebeutung ift träumerifd&er als ber 
£raum. — SSJareft bu mcfyt fcon jefyer eine größere Siebfyaberht 
fcon perlen als fcon Steinen ? — 10 

(SmUta. g*eiltc$, meine -Kutter, freiließ — 

Styptam (na($benfenb unb ^»ermutig), ©ebeuten ÜEfyränen ! — 

Bebeuten Streuten! 

©mUia. 2öie? 3^nen fättt baS auf? Stynen? 

Wppianu %a toofyl ; xd) fottte miefy fcfyämen. — Stber 15 
toenn bie SinbtlbungSfraft einmal ju traurigen Silbern ge* 
ftimmt ift — 

(Sntitta. Sßarum ift fte baS au$ ? — Unb toaS meinen ©te, 
baS \d) mir auSgebad&t fyabe ? — 2öaS trug id&, toie fafy td& aus, 
als icfy 3$nen juerft gefiel ? — SBiffen Sie eS no$ ? 20 

Wppiani. Db icfy eS no$ toeife ? 3$ f c ^ e ®' e * n ©ebanfen 
nie anberS als fo, unb fefye ©ie fo, auefy toenn i$ ©ie nid^t 
fo fefye. 

(Smtfia. Sllfo ein Äleib toon ber nämlichen ^arbe, fcon bem 
nämlichen ©d&nitte; fliegenb unb frei — 25 

^Wiaiti. SSortreff lid& ! 

(SntUta. Unb baS §aar — 

Stypiam* gn feinem eignen braunen ©lanje ; in Socf en, tote 
fte bie SRatur fd^Iug — 

(SmUia. 2)ie SRofe barin ni$t ju toergeffen! SRcd^t ! red^t! 39 
— ©ine flehte ©ebulb, unb \d) ftefye fo toor 3$nm ba ! 
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2td?ter auftritt. 

@raf Hppiani. Staubtet ©alotti. 
9typiatti (inbem er i$r mit einer niebergefölagenen SRiene na($fie&t). 

Sßerlen bebeuten S^ränen! — ©ine Keine ©ebulb? — ga, 
toenn bie $eit nur aufeer uns toäre ! — Sßenn eine 2Jtinute am 
3eiger jt$ in uns ni$t in ga^re auSbetynen fönnte ! — 
5 (Slanbta. (SmilienS Seobad^tung, £err ©raf, fear fo fd^neU 
als richtig* ©ie ftnb fyeut' ernfter als getoöfynlicfy. 5Rur noc§ 
einen Stritt mm bem giele Sfrw SBSünfd^e, — foHt' eS Sie 
reuen, §err ©raf, bafj eS baS 3^1 3# r * r SBünfd^c getoefen ? 

fttyuatti. 2lfy, meine 3Hutter, unb ©ie fönnen baS Don 
io 3$rem ©ofyne argtoofynen? — 316er eS ift toafyr, icfy bin fyeut' 
ungetoöfynlicfy trübe unb ftnfter. — 9lur fefyen ©ie, gnäbige 
gfrau : — noc§ einen ©cfyritt fcom Siele, ober nocfy gar nicfyt 
ausgelaufen fein, ift im ©runbe eines. — 2ltte3 toaS t# fefye, 
alles toaS \6) fyöre, aHeS toaS xd) träume, ^rebiget mir feit 
15 gefternunb efyegeftern biefe SBafyrfyett. 2)iefer eine ©ebanfe 
fettet ftcfy an jeben anbem, ben \6) fyaben mufc unb fyaben toiH. 
— 2BaS ift baS? 3$ fcerfte^ eS ni$t. — 

eiattbia* ©ie machen micfy unruhig, §err ©raf — 

»Wiaitu (SineS f ömmt bann jum anbern ! — 3$ bin ärger« 
so lt$, ärgerlich über meine greunbe, über mxä) felbft — 

Gtaitbia. SBiefo? 

gfypiam. 3Keine gfreunbe »erlangen fd&led&terbtngS, bafj 
ic§ bem 5ßrinjen fcon meiner §eirat ein SBort fagen fott, efye ic$ 
fte toottjtefye. ©ie geben mir ju, id& fei eS nid^t fd&ulbig, aber 
25 bie 2l$tung gegen tfyn toolP eS nid^t anberS. — Unb xd) bin 
fd&toacfy genug getoefen, eS i^nen ju fcerfprectyen. <$btn toottt* 
td& no$ bei ifym fcorfafyren. 

Glaubta (ftuftiß). Sei bem Sßrinjen? 
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Heunter 2tuftritt. 

ipirro, flleidj barauf 3Äartnelli unb ble Sortgen. 

¥hm ©näbige 3*au, ber 2Jtar$efe 3Karineffi fyält fcor 
bem §aufe unb erfunbiget fid^ na$ bem igerrn ©rafen. 
SlWiatti. 9laä) mir? 

Sßtrro. §ier tft er f$On. (Öffnet i&m btc $&üre unb a.tf>et ab.) 

2J*arittettt. 3$ Kü' um Setzung, gnäbige g-rau. — 5 
■ütein £err ©raf, \ä) fear toor Syrern §aufe unb erfuhr, bafe t$ 
6ie fyier treffen toürbe. 3$ &<*&' ein bringenbeä ©efcfyäft an 
6ie — ©näbige %xau, iü) bitte nochmals um 33erjeifyung ; e§ 
tft in einigen Minuten gefcfyefyen. 

<£laitbta. S)ie icfy nicfyt berjögern toiH. (a»ac$t i&m eine »er* 10 

Beugung unb geljt ab.) 



«^efynter 2tuftrttt. 

«Diarinelli. Wppiani. 

Wppiaui. 9hm, mein §err? 

9Raruteüu 3$ fomme öon be3 Sßrinjen ©ur^laucfyt. 

ttWiant. 2ßa3 ift ju feinem Sefefyle? 

SWarmeÜu 3$ &w ftolj, ber Überbringer einer fo \>ox- 15 
jüglid&en ©nabe ju fein. — Unb toenn ©raf äfyptani nicfyt 
mit ©etoalt einen feiner ergebenden gfreunbe * n m * r b ers 
lennen toiH 

BWiatti. Dfyne Weitere 33orrebe, toenn t$ bitten barf. 

WlatintUi. Stucfy ba3 ! — ©er ^rinj mufe fogleidfr an ben 20 
iperjog toon -Dlaffa, in Angelegenheit feiner SSermä^Iung mit 
beffen Sßrinjeffm Softer, einen SefcoHmäcfytigten fenben. @r 
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fear lange unfcfylüffig, toen er baju ernennen fotttc. @nbltc§ 
ift feine SBafyl, £err ©raf, auf ©ie gefallen. 

Wppianu 2luf mi$? 

2Rarinefli. Unb baS — toenn bie 3freunbf$aft tufymrebtg 
5 fein barf — nid&t ofyne mein 3^un. — 

Wppiam. 2Bal)rli$, Sie fefcen mi$ toegen eines 2)anfeS 
in SBerlegenfyett. — 8$ &d&e f$°n längft ni$t mefyr ertoartet, 
bafc ber ^ßrinj micfy ju Brausen gerufen toerbe. — 

SWaritteUt. %ty bin toerftd&ert, bafe es ifym blofe an einer 

io toürbigen ©elegentyeit gemangelt fyat Unb toenn au$ biefe fo 

eines -DlanneS, toie ©raf 2fypiam, nocfy nicfyt toürbig genug fein 

füllte: fo ift freiließ meine gfreunbfcfyaft $u Voreilig getoefen. 

%ppiani. greunbfd&aft unb g-reunbfcfyaft um baS britte SBort ! 
— 9Jtit toem reb' i$ benn ? SDeS 2Jtar$ef e SKarineHi greunbs 
15 fd^aft fyätt' i$ mir nie träumen laffen. — 

Statinem* %d) erfenne mein Unrecht, £err ©raf, — mein 
unfcerjeitytid&eS Unrecht, bafe \6) ofyne %\}xt (Erlaubnis 3ft r 
fjreunb fein toollen. — Sei bem allen, toaS tfyut baS ? 35ie 
©nabe beS Sßrinjen, bie 3ftnen angetragene ßfyre bleiben, toaS 
20 fie fxnb, unb icfy jtoeifle m<$t, ©ie toerben fie mit Segierb' er* 
greifen. 

Optant (na$ einiger Üöerlegung). 2ltterbmgS. 

3RarhteUu 9tun, fo fommen ©ie. 
%ppiani. Söoljin ? 
25 9Rarineffl. 3la6) SDofalo, $u bem ^ßrinjen. — @S liegt fd^on 
alles fertig, unb ©ie muffen no$ fyeut' abreifen. 
Xppiani. SßaS fagen ©ie? — SRocfy tyeute? 
gWarineÄt. Sieber no$ in biefer nämlid&en ©tunbe als in 
ber folgenben. 2)ie ©acfye ift toon ber aufeerften 6il\ 
30 VLppiam. ^n 2Bafyrfyeit? — ©o tfyut eS mir leib, bafe vif 
bie (S^re, foelctye mir ber $rinj jugebad^t, »erbitten mufe. 
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Sfoirweflu 2ßte? 

Xppiani. %$ fann §eute m$t abreifen ; — auefy morgen 
nifyt ; — auü) übermorgen noefy mcfyt. — 

9RaruteUi. ©ie fd^erjen, igerr ©raf. 

Xppiani. ÜJlit 3$nen? 5 

SRarttteHi. Unfcergleid&lidfj ! 2Benn ber ©#erj ben *ßrinjen 
gilt, fo ift er um fo fciel luftiger. — ©ie fönnen ntd&t? 

ftppiani. 9tetn, mein §err, nein. — Unb \<f) ^offc, bafe 
ber Sprinj felbft meine 6ntf$ulbigung toirb gelten laffen. 

SÄaritteÄt. ©ie bin id) begierig ju fyören. 10 

Styptati. D, eine Äleinigfeit ! — ©efyen ©ie, \ä) fott noc§ 
fyeut' eine grau nehmen. 

WlatintUu 9hm? unb bann? 

Xppiam. Unb bann ? — unb bann ? — ffit grage ift au$ 
toerjtoeifelt naifc. 15 

SRarinettt. 3Kan fyat (Stempel, §err ©raf, bafe fiefy £ocfc 
jetten auftrieben laffen. — $$ glaube freiließ nicfyt, bafj ber 
S3raut ober bem Sräutigam immer bamit gebient ift. 2)ie 
©ad^e mag xi)x Unangenehmes fyaben. 2lber boefy, bäd&t' \ä), 
ber SBefe^I be§ §errn — 20 

Wppianu 2)er 33ef el)l be3 §errn ? — be3 £errn ? ©in £err, 
ben man fi$ felber toäfylt, ift unfer §err fo eigentlich mcfyt — 
3$ gebe ju, bafe ©ie bem ^rinjen unbebingtern ©efyorfam 
fd&ulbtg toären. älber mcfyt icfy. — 3$ fam an feinen §of 
als ein greitoittiger. 3$ toottte bie ©fyre fyaben, tfym ju bie* 25 
nen, aber ni$t fein ©Habe ju toerben. 3$ bin ber SSafall 
eines großem §errn — 

SWannettt. ©röfeer ober Heiner: §err ift §err. 

Optant. 2)aj$ %6) mit Sfynen barüber ftritte ! — ©enug, 
fagen ©ie bem $rin&en, toaS ©ie gehört fyaben : — bafe e3 30 
mir leib tfyut, feine ©nabe mcfyt annehmen ju fönnen; toeil 
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id& eben fyeuf eine Serbinbung toottjöge, bie mein ganjeS ©lüdf 
auSmad&e. 

SRarhtettt. Sßoßen Sie itym nid^t juglei($ hriffen laffen, 
mit toem? 
5 nppiani. Wxt ©milia ©alotti. 

SRarHteM. 3)er Jodler au« biefem §aufe? 

8Wtaiti. 2lu3 biefem $aufe. 

JPiarUtettt. §m! fym ! 

*»#«& 2BaS beliebt? 
10 SRaraefli 3$ fottte meinen, bafe e3 fonac§ um fo toeniger 
©d&hnertgleit fyaben fönne, bie ßeremonie bte ju 3#rer 3«* 
rüdßunft au^ufefcen. 

Optant, 2)ie (Zeremonie? 9iur bie ßeremonie? 

äRarmellu ®ie guten (Sltern Serben e3 fo genau nid&t 
15 nehmen. 

»Wiaitt. 2)ie guten (Altern? . 

SWarinefli. Unb ßmilia bleibt ^ntn ja toofyl gehrift. 

ftWiatti gja toofyl gehnjj ? — ©ie ftnb mit Syrern 3>a 
tootyl — ja toofyl ein ganjer Stffe ! 
so SRarineUL 3Jtir ha«, ©raf ? 

%pp\am. Sßarum md&t? 

VbnrixeHL Jpimmel unb §öHe ! — 2Bir toerben uns fpred&en. 

Btyrfa«i. #aty ! £ämif$ ift ber äffe ; aber — 

aWariweflu Job unb SBerbammnte ! — ©raf, i$ f obere 
25 ©enugt^uung. 

toppiani. 3)a3 fcerftefyt fu$. 

äflartuetti. Unb toürbe fie gleicfy jefct nehmen; — nur 
bajs \d) bem järtltd^en Bräutigam ben heutigen Jag ni<$t 
öerberben mag. 
30 Xppianu ©uttyerjtgeS 2)ing! 5Kid&t bod&! 3lx6)t boefy! 

(Snbem er i$n bei ber $anb erflreift.) 9ta<$ 2Raffa freiließ mag Ü) m\d) 
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fyeute nid^t fd^icfcn laffen; ober ju einem Spaziergange mit 
3$nen fyab' icfy 3 e ^ übrig. — Kommen ©ie, lommen ©ie ! 

üttarineM (bcr ft$ io*rei*t unb abgebt). SRur ©ebulb, ©raf, nur 
©ebulb! 



(gifter auftritt. 

ftpptant. ßlaubia ©alotti. 

Optant, ©ety, 9ttc$t3h>ürbiger ! — £a ! ba3 fyat gut ge* 5 
tfyan. 9Jtem 331ut ift in SBaHung gefommen. 3$ WJ* m ^ 
anberS unb beffer. 

Glaubtet (eiiiöi* unb bcforßt). ©ott! §err ©raf — 3$ $ a &' 
einen heftigen 2Borttt>ec§fel gehört. — 3#r ©eftd&t glühet. 
2Ba3 ift vorgefallen? 10 

Mppianu 9l\ä)fö, gnäbige fjrau, gor ntcfytS. S)er Kammer* 
tyerr 9JtarineHi fyat mir einen großen 35ienft ertoiefen. @r 
tyat miefy be3 ©angeS jum *ßrinjen überhoben. 

GlaitMa, 3n ber %1)at* 

Wppiani. 2öir fönnen nun um fo fciel früher abfahren. 15 
3$ Q*ty, meine 2*ute ju treiben, unb bin foglei$ toieber 
tyier. ©milia toirb inbeS auefy fertig. 

Glaubta. Kann i$ ganj rufyig fein, iperr ©raf? 

Xppiaui. ©anj rutyig, gnäbige grau, (ete <je$t herein unb 

er fort) 20 



2)ie ©ceite : ein SSorfaat auf bem guftfdjtoffe be« ^rlnjen. 



(grfter auftritt 

$er Sßrina. 2Äartnelli. 

WlanntUl Umfonft; er fcfylug bic angetragene ßtyre mit 
ber größten 33era$tung aus. 

$>er$ritts. Unb fo bleibt e$ babei? ©o ge^t e3 fcor 
fid§> ? ©o toirb ©milia no$ fyeute bie ©einige? 
5 Wartttellt. 2lllem Slnfefyen na$. 

<&tx%tin$. 3$ fcerfyracty mi* öon 3tö rem Einfalle fo 

toiel ! — 2ßer toeife, toie albern ©ie ftcfy babei genommen. — 

SEBenn ber 3tat eines Sporen einmal gut ift, fo mufe ifyn ein 

gefreiter Sftann ausführen. 2)a8 ^ätt' tefy bebenlen f ollen. 

io 3Karinetti. Da finb' td& mi$ f$ön belohnt! 

$>er$riit$. Unb foofür belohnt? 

SRarUtetti. ©afi td& nod& mein Seben barüber in bie ©d&anje 
fragen tooHte. — 211« i$ fafye, bafe toeber ßrnft noefy (Spott 
ben ©rafen belegen fonnte, feine Siebe ber ßfyre nad&jus 
15 fe$en, öerfu^t' i$ e3, ifyn in £arnifc§ ju jagen. 3$ faßte 
ifym 2)inge, über bie er fiefy bergafe. ©r ftiefe Seleibigungen 
gegen mt$ aus, unb i$ forberte ©enugtfyuung — unb for* 
berte fte gleicfy auf ber ©teile. — 3$ backte fo : enttoeber 
er mt#, ober i$ ityn. 3$ ty* • fo ift ba3 gelb ganj unf er. 



3. 2Inf3ug. \. auftritt. 43 

Dbct er mid& : nun, toenn and) ; fo mufi er fiteren, unb ber 
Sßrinj gehrinnt toentgftenä $t\t. 

tottyrivz. 2)a3 Ratten ©ie gettyan, SRarineHi? 

äRarroeüu §a ! man foHt' e3 DorauS toiffen, toenn man 
fo tfyöricfyt bereit ift, [xd) für bie ©rofeen aufzuopfern — 5 
man foHt' eä öorauä toiffen, toie erfenntlicty fie fein toür« 
ben — 

2>er$ritt5. Unb ber ©raf? — ®r ftefyet in bem Stufe, 
ftd& fo ettoaS nicfyt jtoeimal fagen ju Iajfen. 

3ttarmeflü 9ia#bem e3 fällt, o^ne S^f** • — SB** tonn 10 
e3 itym fcerbenfen? — @r toerfefcte, bafe er auf fyeute boc§ 
nocfy ettoaS 3Btd&tiger3 ju tfyun fyabe, als [xd) mit mir ben 
§al§ ju Bremen. Unb fo befctyieb er mtd& auf bie erften 
acfyt £age nad& ber £o$jeit. 

2>er$riitj* 3Ktt (Smilia ©alotti! $er ©ebanle mad&t 15 
micfy raf enb ! — darauf liefen ©ie e3 gut fein unb gingen 
— unb lommen unb prallen, bafc Sie 3#r Seben für micfy 
in bie ©#an$e gefd&lagen, \xd) mir aufgeopfert — 

2Rarinettt. 333a3 tootten Sie aber, gnäbiger §err, ba$ xd) 
toeiter tyätte tfyun f ollen? 20 

$>er$rma, SÖBeiter tfyun? — 2113 ob er tttotö get^an 
tyätte ! 

Sttarinetti. Unb laffen ©ie bocfy fyören, gnäbiger §err, 
toaS ©ie für [xd) felbft getfyan §aben* — ©ie toaren fo glütf* 
lid&, fie nocfy in ber Äird&e $u fyred&en. 2BaS fyaben ©ie 25 
mit tyr abgerebet? 

$>er $riita <W«W)- Steugterbe jur ©enüge! — bie xd) nur 
befriebigen mufj. — D, e§ ging alles xxad) äöunfcfy. — ©ie 
brausen ftd& nid&t toeiter ju bemühen, mein att^ubienftfertis 
ger fjreunb ! — ©ie fam meiftem Verlangen mefyr als tyal= 30 
be3 SßegeS entgegen. %d) i)äüt fte nur glet$ mitnehmen 
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bürfen. (*ait unb um™*-) 9hm toiffen ©ie, toaS ©ie hnffen 
toollen, — unb fönnen gefyn ! 

SWaritteflt. Unb fönnen gefyn ! — ^a, ja ; ba3 ift ba3 
6nbe fcom Siebe! unb foürb' e£ fein, gefegt au$, i$ toollte 
5 nocfy ba§ Unmögliche fcerfud&en. — £)a3 Unmögliche, fag* 
icfy ? — @o unmöglich to'ax* e$ nun toofyl ntd^t, aber füfyn ! 
— SBenn hrir bie Sraut in unferer ©etoalt gälten, fo ftünb' 
xd) bafür, bafi au§ ber §o$jett nichts toerben foHte. 

$>er ißriits. ® ! toofür ber -Dtann nicfyt alles fielen tr>iff ! 

10 9hm Wirft' \ä) ifym nur no$ ein Äommanbo toon meiner £eib= 

toatyt geben, unb er legte ft$ an ber Sanbftrafje bamit in 

§interfyalt unb fiele felbft fünfziger einen SOagen an unb rife 

ein 9Jtäb$en fyerauS, ba§ er im £ruimj>fye mir jubräcfyte. 

9RarineKt. @& ift efyer ein 9Jtäbcfyen mit ©etoalt entführt 
15 toorben, ofyne bafi e8 einer getoaltfamen ©ntfü^rung äfynlicfy 
gefefyen. 

$>er $ritt£, SEBenn ©ie baS ju machen toüfeten, fo toürben 
©ie nid^t erft lange batoon fctytoafcen. 

9Rarittetti. Slber für ben SluSgang müfete man nid^t ftefyen 
20 foHen. — 63 fönnten ftd& Unglüdfäfätle babei ereignen — 

Ser^rittg. Unb e3 ift meine 2lrt, bafe \<fy 2tutt 3)inge 
verantworten laffe, toofür fte ni$t fönnen ! 

SRarhtettt. 2llfo, gnäbiger §err — (a»an &ört »on weitem 
einen <s$u*.) §a ! toa§ fear ba§? — §ört' ity red^t? — §örten 
25 ©ie nid&t au$, gnäbiger §err, einen ©cfyufc fallen ? — Unb 
ba nocfy einen! 

$>er $rin$, 2BaS ift ba« ? loa« giebt'3 ? 

JDlaruteHu 2Ba3 meinen ©ie toofyl? — 2Bie, toann xd) 
tfyätiger toäre, als ©ie glauben? 
30 $er $rUt$. tätiger ? — ©o f agen ©ie bocfy — 

äfotritteflt. Äurj: toofcon icfy gefyrocfyen, gefcfyiefyt. 
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£>er $rttta. 3ft e$ möglich ? 

ättarinelü. 9tur fcergeffen ©te ntd&t, ^Jrtnj, toeffen ©te 
mtd& eben fcerftcfyert. — 3$ ^ a & e nochmals 3$ r 2Bort 

2>er $riit§. 2Iber bie 2lnftalten finb bod& fo — 

ättartneflu 3lfe fie nur immer fein lönnen ! — iDie ähiS* 5 
fütyrung ift Seuten anvertrauet, auf bie iü) mtcfy fcerlaffen !ann. 
S)er 2öeg getyt tyart an ber $lanfe beS StergartenS vorbei; 
£)a toirb ein Seit ben Söagen angefallen fyaben, gleid&fam 
um ifyn ju ptünbern. Unb ein anberer Seil, toobei einer t>on 
meinen Sebienten ift, hrirb au$ bem Tiergarten geftürjt fein, 10 
ben angefallenen gleicfyfam jur §ilfe. Sßätyrenb be3 §anb* 
gemengeS, in ba§ beibe Seile jum ©d&ein geraten, fotf mein 
Sebienter (Smilien ergreifen, afä ob er fie retten tooHe, unb 
burd& ben Siergarten in ba3 ©cfylofc bringen. — ©o ift bie 
Slbrebe. — 2Ba$ fagen @ie nun, $Prin$? 15 

$er Britta* ©te überrafd&en mtcfy auf eine fonberbare 3lrt. 
— tlnb eine 33angig!eit überfällt miefy — (aKarineat tritt an ba* 
Scnftcr.) SBornad^ fefyen ©ie? 

aWarineflh 2)afytnau3 mufc e3 fein ! — 3te$t ! — unb eine 
9Ra§fe lömmt bereits um bie $tanfe gefprengt ; — ofyne 20 
3toeifel, mir ben (Srfolg ju berieten. — entfernen ©ie ftd&, 
gnäbiger §err. 

2>er$ntt3. 2ty, 9Rartnettt — 

aWarittetti. 9hm? 5Ri$t toafyr, nun fyaV tefy ju triel ge* 
tfyan, unb fcorljin ju toenig? 25 

$>er $ntt§. 2>«3 nid^t. 216er id& fefye bei attebem nid&t 
ab 

aWarftieW, 3tbfefyn ? — Sieber alles mit eins ! — @e* 
fd&toinb entfernen ©ie ftc§. — 2)ie -BlaSfe mufc ©ie nid&t 

fe^en. ($er $rinj ge|t ab.) * 30 
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gtsetter 2tuftrttt. 

2ft a r i n e II i unb balb barauf 51 n q e I o. 
SRanttetti (ber roieber nad& bcm ftenfter ge^t). 2)ott fäfyrt ber ÜBa* 

gen langfam na$ ber ©tabt jurücf. — ©o langfam? Unb 
in jebem ©daläge ein Sebienter? — 2)a3 fmb 2ln$etgen, bie 
mir ni$t gefallen: — baft ber ©tretcfy toofyl nur fyalb ge* 

5 lungen ift ; — baft man einen SBertounbeten gemäcpd& jurüdfs 
führet — unb feinen £oten. — 3)ie 9Ka3fe fteigt ab. — (£§ 
ift älngelo felbft. SDer SCottbreifte ! — ®nbli$, ^ier toetfi er 
bie ©cpcfye. — @r toinft mir ju. @r mu£ feiner <3afy 
getmfc fein. — §a, §err ©raf, ber ©ie nicfyt nacfy 9Raffa 

io tooUten unb nun nod& einen toeitem SBeg muffen ! — 2Ber fyatte 

©ie bie Slffcit fo lennen gekört ? (Snbem er nad& ber Sfcüre aufißt.) 

3a toofyl finb fie fyämifcfy. — 9hm, 3lngelp ? 

SfagelO (ber bie 9Ka8!e abgenommen). Raffen ©ie auf, §err 

Äammerfyerr ! 9Ran mufc fie gleicfy bringen. 
15 SRarineHu Unb tüte lief e$ fonft ab? 

SCngelo. 3$ beule ja, red^t gut. 

maxxntUl SBie ftefyt e« mit bem ©rafen? 

Sfagelo. 3u bienen ! ©o, f o ! — 2lber er mu£ 2Binb 
gehabt fyaben. ^znn er toar mcfyt fo gan& unbereitet. 
20 3Raritteflt. ©efcfytomb fage mir, h>a3 bu mir $u fagen 
^afk! — 3ft er tot? 

5tngelo, @3 tljut mir leib um ben guten §errn. 

SWaritteHt 5Run ba, für bein mitletbtgeä §erj ! (®te&t i$m 

einen SBcutel mit ©olb.) 

25 $fogefo. SSoffenbö mein brafcer -Jticolo! ber ba3 Sab mit 
bejahen muffen. 
3Rarmeflt. ©o? SScrluft auf beiben ©eiten? 
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Angel*. 3$ Wmrtc toeinen um ben efyrlid&en jungen • 

D6 mir fein 2tob fd^Ott btt§ (inbem er ben »eutel in ber $anb wieget) 

um ein SBierteil Dcrbeffcrt. 2)enn id& bin fein (Srbe, toetl id& 
tyn geratet fyabe. 2)a3 ift fo unfer ©efefc: ein fo gute«, 
mein' t$, aU für £reu unb greunbfd&aft je gemalt toorben. 5 
tiefer SRicolo, §err Äammerfyerr — 

2RarineUt. SJttt beinern SRtcolo ! — 3lber ber ©raf, ber 
©raf — 

Bngefo. 33lifc! ber ©raf fyatte tyn gut gefaxt. 2)afür 
fa^t' td& auety hrieber ben ©raf en ! — @r führte ; unb totnn 10 
er nod& lebenbig jurütf in bießutfd&e fam, fo ftefy' ic§ bafür, 
bafc er nid&t lebenbig hneber fyerauSfömmt. 

äRarineUi. 2Benn ba$ nur gehnjj ift, 2lngelo. 

Slttgelo. 3$ toitt 3^re Äunbfd&aft Verlieren, toenn e$ 
ntd&t gehnfe ift ! — §aben Sic nod& toaS $u befehlen ? £)enn 15 
mein SBeg ift ber toeitefte: hnr tollen fyeute no# über bie 
©renje. 

äRarinettt. ©0 gefy! 

gttgefo. SBenn toieber toaS vorfällt, §err Äammerfyerr, 

— ©ie hnffen, too i$ ju erfragen bin. 2Ba3 ftcfy ein anbrer 20 
$u ttyun getrauet, hnrb für mtc§ aud& leine §ejerei fein, Unb 
bittiger bin icfy ate jeber anbere. (®e$t ab.) 

SRarinettu ©ut ba3! — aber bod& nid&t fo red&t gut. 

— $fui, Slngelo ! fo ein Ämcfer ju fein ! ©inen gtoeiten ©d&ufc 
toäre er ja toofyl nod& toert getoefen. — tlnb hne er fiety 25 
tneffetd&t nun martern mufe, ber arme ©raf ! — $fui, 2lngelo ! 
2)aS Reifet fein §anbtoerf fetyr graufam treiben — unb Der* 
pfufcfyen. — Slber babon mufc ber ^rinj noefy nid&tä toiffen. 
®r mufe erft felbft finben, toie juträglicfc tym biefer £ob ift. 

— SMefer Stob! — 2Ba3 gab» td& um bie ©etoi^eit ! — 30 
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Dritter auftritt 

©er Iritis. 2ttarineUt. 

$er $tin%. 2)ort lömmt fie bie 3lttee fyerauf. ©te eilet 

fcor bem Sebienten fyer. 2)te ^ux^t, toie e8 fcfyeinet, be« 

flügelt ityre $üf*e. ©ie mufc nocfy nid&tä argtooljnen. ©ie 

glaubt ftcfy nur \>ox Säubern ju retten. — Slber tote lange 

5 f ann ba$ bauern ? 

SRarineHi ©o fyaben toir fte bod& für« erfte. 

2>er Britta. Unb toirb bie SKutter fte nicfyt auffud&en ? 
Söirb ber ©raf ifyr nid^t nad&fommen? 2BaS ftnb toir als* 
benn toeiter? SGBic !ann ic§ fie ifynen Vorenthalten? 
io WlaxxntUi. 2luf ba3 atfeS.toetfc icfy freiließ no$ nichts ju 
anttoorten. 216er toir muffen fefyen. ©ebulben ©ie ftety, gnäbiger 
§err. 35er erfte ©d&ritt mufcte boefy gettyan fein — . 

$>er$rina. Sßoju? toenn toir ifyn jurücftfyun ntüjfen. 

aWaruteHt. SBietfeid&t muffen toir nid&t. — ®a ftnb tau« 
15 fenb £)inge, auf bie fid& toeiter fufcen läfit. — Unb bergeffen 
©ie benn ba3 33orne^mfte? 

2>er$*fo*. SEBie !ann td& fcergeffen, tooran icfy fidler nod& 
nid&t gebadet l>abt ? — 3)a3 SBornefymfte ? toaS ift ba$ ? 

äKarhteHf. 2)ie Äunft, ju gefallen, ju Überreben, — bie 
20 einem ^rinjen, toeld^er liebt, nie fehlet. 

$er$ritt£* 5Rie fehlet? Slufter, too er fte gerabe am 
nötigften brauste. — 3$ ^ a & e *> on ^' e f er Äunft fcfyon tyeut' 
einen ju fcfylecfyten SSerfucfy gemalt. 9Rit allen ©d&meid&eleien 
unb Beteuerungen fonnt' icfy ityr aud& nid&t ein SBort au& 
25 preffen. ©tumm unb niebergefd^lagen unb jttternb ftanb fte 
ba, tote eine SBerbred^erin, bie tyr SobeSurteü fyöret. 2$re 
Slngft fteäte mid& an, \ö) gitterte mit unb fd&Iofe mit einer 
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Sitte um Vergebung. Raum getrau' icfy mir, fie toieber an* 
jureben. — 33ei ifyrem Eintritte toenigftenS toag* td& e§ nid^t 
ju fein, ©ie, ÜJtarineHi, muffen fie empfangen. 3$ tottt 
fyier in ber SKälje työren, hne e$ abläuft, unb fommen, toenn 
\$ mtc§ mefyr gefammelt tyabe. 



5 



X>terter 2tuftritt. 

SKarinellt unb balb barauf beffen Sebicntcr SJattifta mit dmilien. 

SRarütettt. Sßenn fie tyn mcfyt felbft ftürjen gefeiten — 
Unb baä mufc fte toofyl ni$t, ba fie fo fortgeeilet — ©ie 
fömmt. Slucfy \6) toiH nicfyt ba« erfte fein, toaS tyr tyier in 

bie älugen fällt. (@r jie$t n^ in einen SBinfel be* ©aalcS jurücf.) 

»ottipo. 9lur tyier herein, gnäbigeS gräulem. io 

emttio (au^er %um). 3ty ! — 2ty ! — 3$ banfe 3^m, mein 
ftreunb ; — id& banf ' 3$m. — 2lber ©ott, ©ott ! too bin id& ? 
— tlnb fo ganj allein? 2öo bleibt meine SKutter? 2Bo blieb 
ber ©raf ? — ©ie fommen boc§ nad& ? mir auf bem gufje nad& ? 

»atttfto. %$ Vermute. 15 

ewilio. 6r vermutet? @r toeifi e3 nid&t? @r fafy fte 
nicfyt ? — SBarb nidfrt gar hinter uns gefd^offen ? — 

»atttfta. ©efd&offen ? — SDaS toäre ! — 

<£imlia* ©anj gehrifi ! Unb ba§ tyat ben ©raf en ober meine 
SDlutter getroffen. — 20 

gtatttfta. 3$ toi& flteid& nadfr i^nen ausgeben. 

(Smtlta. SRtd&t otyne mid&. — $<$ toiH mit ; i$ rnufc mit : 
lomm @r, mein greunb ! 

3Warineßi (ber plötfid) beitritt, als ob er eben $erein!ftme). *&\), 

gnäbigeS 3=raulein ! 2öa3 für ein Unglücf, ober fcielmefyr, toaS 25 
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für ein ©lud, — toa§ für ein glücflic^eS Unglücf toerfdfjafft 
uns bie Gtyre — 

(Smüia (ftu^cnb). 2Bie ? ©ie fyier, mein §err ? — 3$ bin 
alfo toofyl bei 2$nen? — 33erjeifyen Sie, §err Äammerfyerr. 
5 2ßir ftnb toon Sftäubern ofynfern überfallen toorben. 3)a lamen 
uns gute Seute ju §ilfe ; — unb biefer efyrlid&e SKann fyob 
mi$ auä bem äßagen unb braute midO fyierljer. — 3lber id& 
erfcfyrecfe, mi$ allein gerettet ju fefyen. 9K§ine Sföutter ift 
no$ in ber ©efaljr. §inter uns toarb fogar gefd&ojfen. ©ie 

io ift toieHeicfyt tot ; — unb i$ lebe ? — Serben Sie. 3$ 
mufc fort ; i$ mufc lieber tytn, — too icfy gleicfy fyätte bleiben 
foHen. 

SWarfoelU. Serufyigen ©ie jicfy, gnäbigeS gräulein. @3 
ftefyet aHeg gut ; fie toerben balb bei Stynen fein, bie geliebten 

15 ^erfonen, für bie ©ie fo toiel järtlt^e Slngft empfinben. — 
SnbeS, S3attifta, gel?', lauf : fie bürften bietteid^t nid^t toiffen, 
too ba$ gräulein ift. ©ie bürften fte tnelleid&t in einem t>on 
ben 2öirtf$aft3fyäufern be3 ©artenä fud^en. Sringe fie un« 
öerjüglid^ fyierfyer. (»attifta ae$t ab.) 

20 (SittUta. ©etoifc? ©inb fie alle geborgen? ift ifynen 

ni$t§ toiberf atyren ? — 2lfy, toaS ift biefer £ag für ein £ag 

be3 ©d&recfenS für mxd) ! — 3lber icfy follte nid^t fyier bleiben ; 

t$ fotttc tfynen entgegeneilen — 

SRarhteHt, Söoju ba3, gnäbigeS gräulein? ©ie finb 

25 ofynebem fd&on ofyne 2ltem unb Gräfte. @rfyolen ©ie ftc§ 
tnetmefyr unb gerufen, in ein 3i mme * W treten, too mefyr 
Sequemlicfyfeit ift. — 3$ toitf Letten, bafc ber $rinj fcfyon 
felbft um 3$re teure, e^rtoürbige 3Kutter ift unb fte 3#nen 
jufü^ret. 

30 (£tmlta. 2öer, fagen ©ie? 

SRavtacttL Unfer gnäbigfter ^5rinj felbft. 
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(gmtfia (Sufcerft bcfmrat). 2)er Sßrinj ? 

SRarütettu @r floty auf bie erfte 9tad&ri$t Sitten ju §üfe. 
— (Sr ift fyöd&ft ergrimmt, bafe ein fold&eS 33erbre$en ifym 
fo nafye, unter feinen Slugen gletd&fam, fyat bürfen getoagt 
toerben. @r läfct ben Jätern nad&fefcen, unb ifyre ©träfe, 5 
toenn fie ergriffen toerben, toirb unerhört fein. 

(Snälia. 2)er *Prinj ! — 2Bo bin td& benn alfo ? 

SKaruieHi auf SDofalo, bem Suftfd&loffe be3 Sßrinjen. 

©mtlio. 2Belc§ ein 3"faß ' — Unb ©ie glauben, bafe er 
gleich felbft erf feinen lönne ? — aber bod& in ©ef ettföaft 10 
meiner s 3Jiutter? 

äRarinettt» §ier ift er fd&on. 



fünfter auftritt. 

2)er ^rtttj. Gmilia. 2ttarineni. 

$er $nn*. 2Bo ift fte ? too ? — Sßir fud&en ©ie überall, 
fd&önfteS gräulein. — ©ie finb bod^ foofyl? — 9hm fo ift 
alles toofyl ! SDer ©raf, £$re SJhitter — 15 

emtlto. 2tfy, gnäbigfter §err ! too ftnb fie ? 2ßo ift meine 
2Rutter? 

2>er Britta. 9iid&t foett ; fyter ganj in ber 9tälje. 

Gfmttia. ©ott, in toeUfjem 3^ftanbe toerbe icfy bie eine 
ober ben anbern tneHeid&t treffen ! ©anj getoifc treffen ! — 20 
2)enn ©ie fcerfyefylen mir, gnäbiger §err — i$ fefy' e3, ©ie 
öerfyefyten mir — 

$er $ritt§. 9tf$t bo$, befteS g-räuletn. — ©eben ©ie 
mir 3$ren Slrm unb folgen ©ie mir getroft. 

<£milia (uncntfd^ioffcn). aber — totnn ifynen m$t8 totber* 25 
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fahren — toemt meine Stauungen mid& trügen: — toarum 
ftnb fte nid^t f d&on tyier ? SBarum lamen fie ni$t mit Sfynen, 
gnäbiger £err? 
$er $rin§. ©o «fen ©ie bo$, mein gräuletn, alle btefe 
5 ©d&reäenbüber mit ein« fcerfd&toinben &u fefyen. — 

(SmiltO. 2öa3 f Ott t$ tfyun ? (2>ie $änbe rin enb.) 

$>er ^rttts« 2öie, mein $räulem ? ©outen ©ie einen 
33erbad&t gegen mid& fyegen? 
Qmiüa (bt< »or i^m nieberfäat). gu 3$ren $üj$en, gnäbiger 

io §err — 

$er Britta (fte auföebenb). %$ bin äujjerft befd&ämt. — %a, 
@milia, i$ toerbtene biefen ftummen SBorhmrf . — 3Kein 33e* 
tragen biefen -Blorgen ift nicfyt ju rechtfertigen, — ju tnU 
fd^ulbigen fyöcfyften«. SSerjeiljen ©ie meiner ©cfytoad^eit. 

15 3$ ^ätte ©ie mit feinem ©eftänbmffe beunruhigen fotten, 

" Don bem id& leinen Vorteil ju erwarten fyabe. 2lu<$ toarb 
i$ bur$ bie fpracfylofe 33eftür$ung, mit ber ©ie e8 anhörten, 
ober toielmefyr nid^t anhörten, genugfam beftraft. — Unb fönnt' 
icfy fc^on biefen $ufall, ber mir nochmals, efye alle meine 

20 §offmmg auf etoig toerfcfyhrinbet, — mir nochmals baä ©lüdf 
©ie ju fefyen unb ju fyrecfyen, toerfd&afft, fönnt' \$ fd&on biefen 
3ufaII für ben 2öin! eine« günftigen ©lüdfeg erflären, — 
für ben tounberbarften 2luff$ub meiner enblid^en Verurteilung 
erflären, um nochmals um ©nabe flehen gu bürfen: fo toiff 

25 id& bo$ — btUn ©ie m$t, mein ^räulein — einjig unb 
allein Don %1)xtm S3U<fe abfangen. Äein Sßort, fein ©eufjer 
fott ©ie beleibigen. — 5lur fränfe mtcfy nicfyt 3$r 3Rtfctrauen. 
9Jur gtoeifeln ©ie leinen Slugenblicf an ber unumfd&ränfteften 
©etoalt, bie ©ie über micfy tyaben. 9lur falle 3ftnen nie bei, 

30 bafc ©ie eine« anbern ©cfyufceS gegen mi$ bebürfen. — Unb 
nun lommen ©ie, mein ^räulein, — lommen ©ie, too (£nt* 
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jüdfungen auf ©te toarten, bic Sic metyr bittigen, («r m* f*. 
nid^t o^ne ©trauten, ob.) gfolgen ©te uns, 3Rarinettt. — 

WaxiutUi. folgen ©ic uns, — baä mag tyeifccn : folgen 
©ie uns nid^t ! — 2Ba3 tyatte id& iljnen au$ gu folgen ? 6t 
mag fetyen, tote toeit er e3 unter öier Slugen mit ifyr bringt. 5 
— 2ltte3, h>a3 td& )u tljun Ijabe, tft, — ju fcertytnbern, bajj 
fte nicfyt geftöret toerben. 35on bem ©rafen jtoar, ^offe i$ 
nun toofyl nid&t. 2lber *>on ber SRutter ; öon ber -Blutter ! 6$ 
fottte midj fetyr tounbern, toenn bie fo rutytg abgezogen toäre 
unb ityre Xod&ter im ©tid&e gelaffen tyätte. — 9?un, Satttfta ? 10 
loa* giebt'd? 



Sedrfter auftritt. 

Sattifta. 9RartneUi. 

»attifta (eüiflfi). 2)ie SRutter, §err Äammerfyerr — 

SRannettu 2)ad&t' tc&'S bo($! — 3Bo ift fie? 

33atttfta. SBenn ©ie tyr ni(§t guüorlommen, fo hrirb fte 
ben äfogenblidE ^ier fein. — 3c$ toar gar nidjt toittenS, hrie 15 
©ie mir jum ©ctyein geboten, midfr nad) tyr umjufe^en, aU 
\d) tyr ©efd&rei tum toeitem työrte. ©ie ift ber Softer auf 
ber ©pur, unb too nur nid&t — unferm ganzen »nf d&lage ! 
2ltte$, loa* in biefer einfamen ©egenb öon SJlenföen ift, tyat 
ftc$ um fte fcerfammelt, unb jeber toitt ber fein, ber tyr ben 20 
2ßeg toeifet. Db man tyr fdfron gefagt, bafc ber $rinj $ter 
ift, bajj ©ie fter ftnb, h>eifc tdfr nidfrt. — 2Ba3 tootten ©ie t^un? 

maxlntUi. 2afc fe&cn! — («r überlegt.) ©ie nid&t cm« 
Iaffen, toenn fte toet£, bafe bie Softer Ijter ift? — ®a* ge^t 
md&t. — ftreili^, fte toirb »ugen machen, toenn fte ben 25 
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SBolf bei bem ©$äf cfyen fiefyt. — äugen ? 2)a3 möd&te nod& 
fein. 2lber ber §immel fei unfern Dtyren gnäbig! — 9tun 
toaS ? bie befte Sunge erfcfyöpft ft$, aud& fogar eine toetblid&e. 
©ie Ijören alle auf ju fd&reten, tomn fie ntd&t mefyr lönnen. 
5 — 2)öju, e3 ift bocfy einmal bie SKutter, bie hrir auf un« 
ferer ©eite fyaben muffen. — 2Benn tc§ bie 3D?ütter rectyt 
lenne: — fo ettoaS öon einer ©(^hnegermutter eine« Sßrin* 
jen §u fein, fd&meu^elt bie meiften. — Safe fte fommen, 
Satttfta, lafc fte fommen ! 
10 »rtttfta. §ören ©ie! työren ©ie! 

dloubin Gtotottt (inner&ato). gmilia ! (Smilia ! 3Kein Jtinb, 
too bift bu? 

WlaxintUi. ©efy, 2}atttfta, unb fucfye nur ityre neugierigen 
Segleiter ju entfernen. 



Siebenter auftritt. 

Claubta ©atotti. Sattifta. 2Rarinellt. 
15 (Sfaltbta (bie in bie Efcüre tritt, inbem »attifla $erauSge$en miU). §a ! 

ber $ob fte au$ bem SBagen ! SDer führte fie fort ! 3$ 
erfenne bi(f>. 2öo ift fte? ©prid&, Unglücfltdfjer ! 
»atttfta. £)a$ ift mein SDanf ? 

(SlOttbta. D, toemt bu 35anl betbteneft: (in einem gelinben 

20 xone) — fo toerjetfye mir, efyrlicfyer %Rann ! — 2Bo ift fte ? — 
ßafct mi$ fte nid^t länger entbehren. SCBo ift fte? 

»attifto. D, 3$** ©naben, fte lönnte in bem ©d&ofee 
ber ©eligfeit nid&t aufgehobner fein. — §ier mein §err hrirb 

3$re ©naben JU ifyr führen. («Segen einige ßeute, n>el$e nachbringen motten.) 

2 5 3urüd ba! tyr! 
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Tldfhv auftritt. 

ßlaubia ©atotti. Sftarinettt. 
Glaubut. 2)ein §err? — (ßrblicft ben aRarineM unb fd$rt ju* 

rütf.) §a! — 2)a§ bein §err? — ©ie ^ter, mein §err? 
Unb fyier meine £o$ter? Unb ©ie, ©ie fotten mxd) ju ifyr 
führen ? 

9Ranneni. -Bttt bielem 33ergnügen, gnäbtge grau. 5 

Gfoubta, galten ©ie! — ©ben fällt mir e§ bei — ©ie 
toaren e§ ja — ntcfyt ? — ber ben ©rafen biefen -Dtorgen in 
meinem §aufe auffud^te? mit bem ic§ ii}n allein liefe? mit 
bem er ©treit befam? 

SRarinettt. ©treit ? — 2öa3 id& nicfyt toüfete : ein unbe* 10 
beutenber Söorttoecfyfel in fyerrfcfyaftlicfyen Angelegenheiten — 

©lottbia. Unb 3Karineßi fyeifeen ©ie ? 

Wlaxintm. 5Kard^efe 3KarineHi. 

Glaubta. ©0 ift e3 richtig. — §ören ©ie bod&, §err 
9Kar$efe. — 9KarineHi fear — ber 9tome SRarinetti toar — 15 
begleitet mit einer 33ertoünfcfyung — 5Rein, bafe tcfy ben ebeln 
5Rann nid^t berleumbe ! — begleitet mit feiner SBertoünfd&ung 

— 2)ie aSerh)ünfd^ung ben!' tcfy fyinju — 2)er 5Rame -Stari* 
neHi toar ba§ lefcte 3Bort beS fterbenben ©rafen. 

SWaruteHt. 2)e§ fterbenben ©rafen ? ©rafen Stypiam ? 20 

— ©ie fyören, gnäbige grau, toa§ mir in Sfyrer feltfamen 
SRebe am meiften auffällt. — 2)e§ fterbenben ©rafen? — 
2öa§ ©ie fonft fagen toollen, berfte^ iä) nid&t. 

(Haubta (bitter unb longfam). <Der 9tame Sföarinelli toar ba§ 
le$te 2Bort be$ fterbenben ©rafen ! — SBerftefyen ©ie nun? 25 

— %d) fcerftanb e$ erft and) nicr)t, obfd^on mit einem £one 
gefyrocfyen — mit einem £one ! — 3$ ^öre ifyn nod& ! SBo 
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toaren meine ©nute, ba£ fie biefen Jon ni$t fog!ei<$ fcers 
ftanben ? 

Sftarinefli. 9hm, gnäbige grau? — 3$ toar bon jefyer 
be3 ©rafen greunb, fein toertrautefter greunb. Sllfo, toenn 
5 er mi$ noefy im Sterben nannte — 

aiaitbta, 3Rit bem Jone ? — 3$ fann ifyn ntc^t nad&* 
afymen ; \ty !ann ifyn nicfyt befcfyreiben : aber er enthielt alles ! 
alles ! — 2Ba3? Stäuber toären e$ gefoefen, bie uns anfielen? 

— 3Rörber toaren e3, erfaufte SKörber ! — Unb -äJiarinellt, 
io 3Karinetti toar baS lefcte Sßort be3 fterbenben ©rafen ! SJltt 

einem Jone ! 

WtavintUu 2Hit einem Jone ? — $ft e$ erhört, auf einen 

Jon, in einem 2lugenbltcfe be3 ©cfyrecfenS fcernommen, bie 

2lnflage eines recfytfd&affnen 3föanne3 gu grünben? 

15 (Sfoitbw, §a, lönnt' icfy ifyn nur toor ©ertd&te ftetten, biefen 

Jon ! — 2)o$ toelj mir ! 3$ öergeffe barüber meine Jodler. 

— 3Bo ift fie ? — 2öie ? au$ tot? — 2Ba3 lonnte meine Jod&* 
ter bafür, bafe Stypiani bein geinb toar? 

9Rarhtettt. 3$ toeraeifye ber bangen 3Rutter. — Äommen ©ie, 
20 gnäbige grau — 3# re Jod^ter ift tyier, in einem toon ben näc§= 
ften 3i mmern * un & & at M hoffentlich fcon ityrem ©cfyreden 
fd&on fcöttig erholt, 3Jlit ber järtlicfyften ©orgfalt ift ber $ßrinj 
felbft um fie befdfräftiget — 
Glttitbta. 2Ber ? — 2Ber felbft ? 
25 SRariitettu 35er ^rinj. 

(Slaubta. 2)er ^Srinj ? — ©agen ©ie hrirfUcfy ber $rin$ ? 

— Unfer 5ßrinj ? 
StarteeM, 2öeld&er fonft? 

(Sfcmbta, 9lun bann ! — 3$ unglücf feiige -Blutter ! — 
30 unb ifyr 3Sater ! ityr 33ater ! — @r toirb ben Jag ifyrer ©eburt 
t>erflu<$en. @r toirb midfr toerfluc&en. 
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fDfrmnetti Um be8 §immete teilten, gnäbige grau ! 2Ba$ 
fällt 3$nen nun ein? 

Glaubta. ®S ift Har ! — 3ft e3 nid&t? — §eute im Sem* 
pet ! fcor ben 2lugen ber Sltterreineften ! in ber nähern ©egen* 
toart bes ©toigen ! — begann ba3 33ubenftücf ; ba braefy e§ aus ! 5 
(®e 8 en ben sKttrinem.) §a, Sföörber ! feiger, elenber -Blörber ! 9tic$t 
tapfer genug, mit eigner §anb ju morben, aber mcfytStoürbig 
genug, ju 33efriebigung eines fremben Jtifcefä ju morben ! mors 
ben ju Iaffen ! — 3tbfd&aum aller SRörber ! — 95ba% efyrlicfye 
5Körber jxnb, toerben biefy unter fid& mcfyt bulben ! 3Did^ ! 2)i$ ! 10 
Hf- 2)enn toarum foff t$ bir ni$t alle meine ©alle, allen meinen 
©eif er mit einem einigen Söorte ins ©eficfyt freien ? — 2)id& ! 
2)id&, Kuller ! 

äRarittettt. Sie fcfytoärmen, gute grau. — Slber mäßigen 
©ie toenigftenS 3# r toilbeS ©efcfyrei unb bebenfen ©ie, too 15 
©ie finb. 

Glaitbta. 2Bo t$ bin? Sebenlen, too id& bin? — 2Ba3 
fümmert e3 bie Sötoin, ber man bte jungen geraubet, in toeffen 
2Balbefie brüllet? 

(Smttta (innerhalb). §a, meine 9Wutter ! 3$ ^öre meine 20 
SKutter ! 

Glimtta. 3^ re ©timme? 2)a3 ift fte? ©ie fyat mid& ge* 
fyört; fie bat miefy gehört. Unb ity foffte nid&t fd^reien? — 
2Bo bift bu, mein Äinb ? 3$ lomme, i$ lomme ! (®te ftürjt 

in ba8 $immer unb SRarineBt t$r na<$.) 25 



2)ie ©cene bleibt. 



<£rfter auftritt. 

$er Ißrtna. Sttarineltt. 
$et $rttt£ (als aus bem 3immer »on «mitten lommcnb). Äommett 

©ie, SKarineHi ! 3$ mufc mi$ erholen — unb mufc Sidjt fcon 
S^nen fyaben. 
SWarinettt. D ber mütterlichen SBut! §a! fya! fya! 
5 $er $rttta» ©« lachen ? 

SRariuetti. 2öenn ©ie gefefyen Ratten, $rin&, hrie toll fid& 
fyier, ^icr im ©aale, bie 3Kutter gebärbete — ©ie fyörten fte 
ja tootyl freien ! — unb toie jafym fie auf einmal toarb bei bem 

erften 3tnblidfe fcon 3#nen §a ! fya ! — 2)a$ toeife ic§ ja 

10 too^I, bafi feine -Biutter einem ^rinjen bie 2lugen ausfragt, 
toeil er tfyre Softer f$ön finbet. 

$er Britta, ©ie finb ein f $Ied>ter 33eoba$ter ! — 35ie 
%o6)ttx ftürjte ber 3Kutter ofynmäcfytig in bie 3lrme. darüber 
fcergajj bie 9Rutter ifyre 2Bui, nicfyt über mir. 3^re SEoc^ter 
15 fronte fte, nicfyt miefy, toenn fie e3 nicfyt lauter, nicfyt beutlid&er 
fagte, — toaS id& lieber felbft nicfyt gehört, ni$t berftanben 
fyabtn toiH. 
3RarmeHt. SßaS, gnäbiger §err? 
$>er Tritts. 3Boju bie 3Serftettung ? — §erau§ bamit. %\t 
20 e3 toafyr? ober ift e£ nicfyt toafyr? 
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SÄarittcttt» Unb toenn e3 benn toäre ! 

$>er Otitis* Söenn e3 benn toäre? — 3tIfo ift eS? — ßr 
ift tot ? tot ? — o>ro$enb) 3Karinetti ! -äKarinelli ! 

SRarineHt. 9ton ? 

$er $ring. 33ei ©ott ! bei bem attgerecfyten ©ott ! ity bin 5 
unfcfyulbig an biefem Slute. — Sßenn ©ie mir borfyer gefagt 
Ratten, bajj e3 bem ©rafen ba£ 2tbtn foften toerbe — SRein, 
nein ! unb toenn e3 mir felbft ba£ Seben gefoftet fyätte ! — 

9KarineUn 3Benn \<fy %fyntn fcorfyer gefagt fyätte ? — 9113 
ob fein £ob in meinem $Iane getoefen toäre ! 3$ M te ^ bem 10 
2lngeIo auf bie ©eete gebunben, ju bereuten, bafc niemanben 
SeibeS gefdjäfye. @3 toürbe au$ ofyne bie geringfte ©etoalt* 
tfyätigfeit abgelaufen fein, toenn ftcfy ber ©raf nicfyt bie erfte 
erlaubt fyätte. @r fd^oft ÄnaH unb gatt ben einen nieber. 

$er Sßriits. 2Bafyrli$, er fyätte fotten ©pafc berftefycn ! 15 

WtatxntUx. 2)afc 3lngelo fobann in 3But lam unb ben £ob 
feines ©efäfyrten rächte — 

$er ^rins. g-reüicfy, ba3 ift fefyr natürlich ! 

9Marineflt. £5$ fyab' e$ ifym genug bertoiefen. 

$>er $rin$. SSertoief en ? 2Bie freunbfäaftlicfy ! — SBarnen 20 
©ie tfyn, bafc er ftcfy in meinem ©ebiete nicfyt betreten Iäf*t. 
■Dtein 35ertoei3 möchte fo freunbfcfyaftlicfy nicbt fein. 

ätfariiteÄt. SRed^t toofyl ! — ^ unb Slngelo, SSorfafc unb 
$uf all : atteS ift eins. — 3^ar toarb e3 borauS bebungen, 
jtoar toarb e$ toorauS berfyrod^en, baf* feiner ber UnglücfS* 25 
fälle, bie ft$ babei ereignen tonnten, mir $u fcfyulben fommen 
fette- 
rer tyrin$. 2)ie fi$ babei ereignen — fönnten, fagen ©ie ? 
ober fottten? 

3Rarincttt. 3 m »ner foff* r • — Qod), gnäbiger §err, — efye 30 
Sie mir e3 mit bem troefnen 3Borte fagen, toofür ©ie mi<$ 
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galten — eine einjige SBorftellung ! SDer Job be$ ©rafen ift 
mir nichts toeniger ate gleichgültig. 3$ fyatte ifyn au3gefor= 
bert ; er toar mir ©emtgtfyuuhg fd^ulbig ; er ift obne biefe a\x$ 
ber 93Jelt gegangen, unb meine Styre bleibt beleibiget. @efe$t, 
5 i$ berbiente unter jeben anbern Umftänben ben 33erbac$t, ben 
©ie gegen miefy fyegen : aber aud) unter biefen ? — cum einer 
angenommenen ^ttje.) 2Ber ba3 bon mir benfen fann ! — 

$er ^rinj (na^gebenb). 9tun gut, nun gut — 

SRarineÖL 2)af$ er noc$ lebte ! D, bafi er noc$ lebte ! 2tffcö, 
10 alles in ber Sßelt tüoHtc tc$ barum geben — (Mtter) felbft bie 
©nabe meinet ^rinjen, — biefe unfd^bare, nie ju berfc$er= 
jenbe ©nabe — toottt' tc$ brum geben! 

$er ^rittj. $$ berftefye. — 9lun gut, nun gut. ©ein Job 
toar 3 u fatf/ bloßer Sufatf- Sie berftcfyern e£, unb ic$, xA 
15 glaub' e$. — 3lber toer mefyr? 3luc^ bie 9Rutter? 2luc$ 
gmilia? — 2lud& bie SBelt? 

3Raritteffl (iait). ©ctytoerlicfy. 

$er %xin&. Unb tozrin man e3 nid&t glaubt, toa§ toirb man 

benn glauben ? — ©ie juefen bie Steffel ? — %l)xtn 3lngelo 

2o toirb man für ba§ SBerfjeug unb tmc$ für ben Jbäter galten — 

SKarutelli (noc^ witer). 2öafyrfc$einlic$ genug ! 

$cr Iritis* 3Riä) ! miefy felbft ! — Dber icfy muft bon Stunb 
an alle Slbftcfyt Auf ßmilien aufgeben — 

3KartttcKi (&ö<w giei$guiti 9 ). 3ßa£ ©ie au$ gemußt Ratten — 
25 toenn ber ©raf noefy lebte. — 

$er Britta (heftig, aber fid) gleid) roieber faffenb). 9Rarinelli ! — 3)0$, 

©ie foHen mic$ niebt toilb machen. — 63 fei fo — @3 ift fo ! 
Ünb ba3 toollen ©ie boefy nur fagen : ber Job be3 ©rafen ift 
für miefy ein ©lücf — ba§ größte ©lücf, toa$ mir begegnen 
30 fonnte, — ba3 einige ©lücf, toaS meiner Siebe ju ftatten forn- 
men fonnte. Unb als biefe*, — mag er boefy gefd^efyen fein, 
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toie er toill ! — (Sin ©raf mefyr in ber Sßelt ober toeniger ! 
Senfe \6) 3# nen f° re $* ? — %°PP ' au $ ^ erfctyrecfe bor 
einem flehten SBerbrecfyen nicfyt. 9tur, guter $reunb, muft e3 
ein Heiner ftilleS 3Serbrecfyen, ein Heines fyeilfameS 33erbrecfyen 
fein. Unb fefyen Sie, unfereS ba toäre nun gerabe toeber fülle 5 
no$ fyeilfam. @3 fyätte ben 2Beg jtoar gereiniget, aber jus 
gleich gcfj>crrt. $ebermann toürbe e3 un3 auf ben Äopf JU* 
fagen, '■ — unb leiber fyätten toir e3 gar nic^t einmal begangen ! 
— 2)a3 liegt bocty toofyl nur blofi an 3$ren toeifen, tounber* 
baren Sfoftalten? 10 

2Rari!tettu Sßenn ©te fo befehlen — 

$>er Britta. Sffioran fonft? — $d& hrid Sftebe! 

SRarinefli. @3 fömmt mefyr auf meine Stecfynung, toaä nid^t 
barauf gehört. 

2>er «ßrttta. Stebe null icfy ! 15 

SRarittellt. 9hm banp! 2Ba3 läge an meinen Sfaftalten, 
baft ben $ßrtnjen bei biefem Unfälle ein fo ficfytbarer SSerbad^t 
trifft ? — 2tn bem üKeiftcrftrcid^e liegt ba*, ben er f elbft meinen 
Stnftalten mit einjumengen bie ©nabe fyatti. 

$cr ¥rina. 3^ ? 20 

SWanueflt. @r erlaube mir, ifym ju fagen, bafi ber Schritt, 
ben er fyeute morgen in ber Kirche getfyan, — mit fo trielem 
Sfaftanbe er ifyn aucfy getljan, — fo untoermeiblid^ er ifyn and) 
tf)\m nutzte — baft biefer ©$ritt bennocty nid^t in ben Rani 
gehörte. 25 

$cr $rhta. 2ßa§ toerbarb er benn au$ ? 

SKaritteUt. §-reili$ nic^t ben ganjen £anj, aber boc$ t>ori$o 
ben Statt. 

$er Britta. §m! SBerftefy' i$ ©ie? 

äRaritteKi. 9llfo, furj unb einfältig. 3)a icfy bie ©ac$e 30 
übernahm, nicfyt toafyr, ba toufete ßmilia fcon ber Siebe beä 
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$rinjen noc$ mcfytg ? ©miKenS 9Jtutter no$ toeniger. 2Bemt 
icfy mm auf biefen Umftanb baute ? unb ber $rinj tnbeS ben 
©runb meines ©ebäubeä untergrub ? — 

2>er Britta (W » or bic stirnc W«s«*). 33ertoünf$t ! 
5 SWarincfli- SBenn er e£ nun felbft berriet, toaS er im 
©$übe füljre? 

$er $ruta, SSerbammter ©nfatt ! 

SRarmelli. Unb toenn er e3 nicfyt felbft berraten fyätte ? — 
£raun ! 3$ möchte boefy toiffen, au« toelc^er meiner Stnftalten 
io3Jlutter ober £oc$ter ben geringften Slrgtoofyn gegen tyn 
fcfyöpfen fönnte? 

$er %tins. 2)af$ ©te recfyt fyaben ! 

ÜWarittelH. Daran tfyu' tc$ freiließ fefyr unrecht — ©ie 
toerben fcerjetfyen, gnäbiger §err. — 



Reiter 2luftrttt. 

SBattijla. 2>er $rinj. SKarinelU. 

15 öatttfta (etiiöft). gben fömmt bie ©räfm an. 

Ser^riitj. 2)ie ©räfm? 2Ba3 für eine ©räfin? 
Btttiftt. Drfina. 

$>er $ruta- Drfina? — 3JtorinelK! — Drfina? — Sota* 
rinetti ! 
20 WatintUi. %$ erftaune barüber m$t toeniger aU ©te 
ferbft. ' 

$er Britta, ©e^, lauf, Sattifta: fie foff nid^t auSftetgen. 

3$ bin ntd&t fyier. 3$ bin für fte nicfyt fyier. ©ie foff äugen* 

blicfltcfy toieber umfeljren. ©efy, lauf ! — (»attifta w ab.) 2Ba3 

25 toiH bie 9lärrin ? 2Ba3 unterftefyt fie ftcfy ? 2öie foeifj fie, 
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bafe hrir fyier finb ? (Sollte fte toofyl auf ßunbf$aft fommen ? 
©ottte fie toofyl f d&on ettoaS bernommcn fyaben ? — 9lfy, 2Rari* 
neHi! ©o reben ©ie, fo antworten ©ie bocfy ! — ^ft er beleU 
biget, ber 9J!ann, ber mein gfreunb fein toitf ? Unb bur$ einen 
elenben SBorttoed^fel beleibiget? ©od icfy i^num SSerjeifyung 5 
bitten? 

SRarttteflü 2ty, mein $rinj, fo balb ©ie toieber ©ie finb, 
bin \6) mit ganger ©eele toieber ber 3$fige ' — 3)i e Slnfunft 
ber Drjina ift mir ein Stätfel, n>ie 3#nen. $)o$ abtoeifen toirb 
fie fcfytoerlicfy ficfy laffen. 933aS toollen ©ie tfyun? 10 

2>er %x\n&. ©ie burcfyauS nicfyt fpred^en, micfy entfernen — 

attarineflt. SUofyl! unb nur gefcfytoinb. 3$ h>ttt fie em* 
^fangen — 

$er ^ring. Slber bloft, um fie gefyen ju fyeifcen. — Sßeiter 
geben ©ie mit ifyr ficfy nid^t ab. 2Bir fyaben anbere 2)inge 15 
fyier ju tfyun — 

3Rarutcflu 9tt$t bocfy, $rinj! SDiefe anbern 2)inge finb 
getljan. gaffen ©ie bod& 3Kut ! 2öa3 nod& fetylt, fömmt 
ficfyerlid& Don felbft. — Slber fyör' i$ fie nid;t fd&on? — ©len 

©ie, ^Jrinj ! — ®a (auf ein Äabinett jetgenb, in weites fid) ber $rin8 20 

begiebt), toenn ©ie toollen, toerben ©ie un§ fyören fönnen. — 
3$ fürchte, tcfy fürchte, fie ift ntcfyt ju ifyrer beften ©tunbe 
ausgefahren. 



Dritter auftritt. 

®te ©räftn Drftna. 9flarineni. 
Dtftna (o&ne ben aßarinetti anfangs 311 erbliden). 2öa$ ift btt£ ? — 

SRiemanb fömmt mir entgegen, aufcer ein Unberfd&ämter, ber 25 
mir lieber gar ben gintritt üertoeigert Ijätte ? — 3$ bin bo$ 
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ju $)ofalo ? 3« ** m 3)ofaIo, too mir fonft ein ganjeS ipeer 
geschäftiger 9(ugenbiener entgegenftürjte ? too miefy fonft Siebe 
unb (Sntjücf en erwarteten ? — 2)er Drt ift e$ : aber, aber ! — 
©iefy' ba, 3KarineHi ! — Stecht gut, bafj bec ^rtnj ©ie mitge* 
5 nommen. — 9lein, nic^t gut ! 933a3 xd) mit ifym auSjumac^en 
fyättt, fyättt \<fy nur mit tym auszumachen. — 28o ift er? 
SWaritteöi. 2)er $rinj, meine gnäbige ©räfin? 
Orfuta, SBer fonft? 

SRaritteuu ©te Vermuten ifyn alfo fyier ? triff en tfyn fyier ? 
io — @r toenigftenä ift ber ©räfin Drfina fyier nid^t ber* 
mutenb. 

Orftna. 9lic$t? ©o fyat er meinen Srief fyeute morgen 
nid;t erhalten? 
SRarittefli. öftren ©rief ? 2)o$ ja ; tefy erinnere miefy, baft 
15 er eine« SriefeS toon Sfynen erwähnte. 

Drfttta, 9iun? fyabe t$ ifyn nid^t in biefem 33riefe auf 
fyeute um eine gufammenfunft fyier auf Sofalo gebeten? — 
(Sft ift toafyr, e3 I;at ifym ni$t beliebet, mir fcfyriftlic^ ju anU 
toorten. 9tber i$ erfuhr, bafc er eine ©tunbe barauf ftrirflic^ 
20 naefy Sofalo abgefahren. 3>cfy glaubte, ba$ fei Slnttoortö genug, 
unb i$ fomme. 
SKantteUt* ®in fonberbarer 3ufatt! 
Drfttta, 3 u f a ^ ? — ©ie fyören ja, bafj e3 berabrebet toor* 
ben. ©o gut aU toerabrebet. 9>on meiner ©eite ber S3rief, 
25 bon feiner bie Jfyat. — 2öie er ba ftefyt, ber £err 9Rarc§efe ! 
2öa3 er für Slugen mafyl SBunbert ft$ ba3 ©efyirnctyen? 
unb toorüber benn? 

9ttarittefli. ©ie fd^ienen geftern fo toeit entfernt, bem $rin* 
jen jemals toieber t>or bie Stugen ju fommen. 
30 Drfina. Sejfrer 3tat fömmt über 3la$L — 2Bo ift er? 
too ift er? — 2ßa3 gilt'«, er ift in bem 3mnw*/ too id& baä 
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©equiefe, ba3 ©efreifd^e fyörte ? — 3$ toottte herein, unb ber 
Schürfe fcom Sebienten trat bor. 

2Rarhtettt. SDJeine liebftc, befte ©räftn — 

Drfuta. g3 toar ein toeiblicfyeS ©ef reifte. 2ßa3 gilt 'S, 
3MarineHi ? — D fagen Sie mir bod;, fagen Sie mir — toenn 5 
id& anberS 3$re liebftc, befte ©räfin bin — SBerbammt, über 
baä §of gefd&meifi ! ©0 iriel Sßorte, fo inet Sügen ! — 9tun, 
toaS liegt baran, ob Sie mir e3 fcorauäfagen, ober nicfyt ? %d) 
toerb' e$ ja toofyl fe^en. obm ge$en.) 

äRaruteflt (ber fu surücf^äit). SBofyin? 10 

Orftna. 5Öo id& längft fein fottte. — 2)enf en Sie, bafc eSfd&icf* 
licfy ift, mit S^nen fyier in bem SSorgemad^e einen elenben Schnief* 
f $nacf ju galten, inbeS ber $ßrinj in bem ©emad^e auf mi$ toartet ? 

9)*anncflu Sie irren ft$, gnäbige ©räfin. 35er $rinj 
erwartet Sie nicfyt. 35er ^Jrinj lann Sie fyier nid^t tyred^en, 15 
— toiH Sie nicfyt f^rcd^en. 

Drfina, Unb toäre bo$ fyier ? unb toäre bocfy auf meinen 
»rief fyier? 

aRorittcm. Sticht auf S^rcn »rief — 

Drpna. 35en er ja erhalten, fagen Sie — 20 

9)lariitefli. (Spalten, aber nid^t gelefen. 

Orfina «ettifl). 9iicbt gelefen? — (ainter heftig.) 9ti$t ge= 

Iefen ? — (©ermutig unb eine I&räne au$ bem Wuge wifc&enb.) -Jlicfyt ein« 

mal gelefen? 

äRarinelli. 9(uS Streuung, toeifj ic$. — 9l\fy au« 33er* 25 
ad^tung. 

Driitta (ftoij). SScrad&tung ? — 28er bcnlt baran ? — 2£em 
brausen Sie ba3 ju fagen ? — Sie finb ein unberfd&ämter 
£röfter, 5WarinelIi ! — 93era$tung ! SBeracfytung ! 9Ric§ fcer* 

achtet man aucfy ! mi$ ! — (<8elinber, bi3 jum $one ber ©^wermut.) 30 

greilic^ liebt er micfy nicfyt mcfyr. 2)a8 ift ausgemalt. Unb 
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an bie ©teile ber Siebe trat in feiner ©eele ettoaS anberS. 
2)a3tft natürlich 2tber toarum benn eben SSeracfytung? (SS 
brauet ja nur ©leid^gültigfeit ju fein. 9?icfyt toafyr, -Dtarinellt ? 

WlaxintUi. SlllerbhtgS, allerbingS. 

5 Drfuta (WniW). 2tllerbmg3? — D be§ toeifen SJianneS, 

ben man fagen laffen fann, toaS man ftrill ! — ©leictygültigfeit ! 

©leid&gültigfeit an bie ©teile ber Siebe ? — 2)a3 Reifet, md^ts 

an bie ©teile fcon ettoaS. 2)enn lernen ©ie, nacfyplaubernbeS 

§ofmännd&en, lernen ©ie fcon einem Sßeibe, bafj ©leidftgülttg« 

10 feit ein leeret SBort, ein bloßer ©cfyall ift, bem nichts, gar 

nid^t^ entfpricfyt. ©leicfygültig ift bie ©eele nur gegen baS, 

tooran fie nic^t benft, nur gegen ein Ding, baS für fie fein 

2)ing ift. Unb nur gleichgültig für ein 2)ing, baS fein 2)ing 

ift, — baS ift fo fciel als gar nicfyt gleichgültig. — $ft ^ r *> a 3 

15 ju l;od&, 9Menfd& ? 

SKarittelU (»or fi®. D toefy! tt>ic toatyr ift es, toaS td& 
fürchtete. 

Drfttta* 2öaS murmeln ©ie ba? 

SRarineUi. Sauter Seiounberung ! — Unb toem ift eS nid&t 
20 befannt, gnäbige ©räfin, bafj ©ie eine ^fyilofopfyin finb 

Drfma. 9tidjt toafyr? — ^a, \ a > l $ ^ n e * ne - — ^ cr ^ a & e 
\d) mir eS t$t merfen laffen, bafc id) eine bin? — D pfui, 
totnn ic§ mir eS fyabt merfen laffen, unb totnn t$ mir eS öfterer 
fyabe merfen laffen ! 3ft eS tooljl no$ SBunber, bafe mid& ber 
25 $rinj berad&tet ? SSBie fann ein Mann ein $)ing lieben, baS 
tym jum £ro$e au$ benfen ftrill? ©in grauenjimmer, baS 
benfet, ift eben fo efel als ein 5Rann, ber fi$ fd^minfet. Sachen 
foll eS, nichts als lachen, um immerbar ben geftrengen §errn 
ber ©d&öpfung bei guter Saune ju erhalten. — 9lun, Vorüber 
30 Iad&' idfj benn gleich, -äRarinelli ? — 21$, ja toofyl ! Über ben 
3ufatt! bafj \ä) bem ^rinjen fcfyreibe, er foll naefy 3)ofalo 
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lommcn ; bafi ber *ßrinj meinen Srief m$t liefet, unb bafc er 
bod& nac§ ©ofalo fömmt. §a ! fya ! fya ! SBa^rlic^ ein fonber* 
barer 3 u faß • ©^ luftig, fefyr närrifcfy ! — Unb ©ie lachen 
nid&t mit, 3Jlartnctti ? — SKitlacfyen fann ja toofyl ber geftrenge 
§err ber ©cfyöpfung, ob toir arme ©efd^öpfe gleich nicfyt 5 
mitbenfen bürfen. — (Smftwt unb befe&ienb.) ©0 lachen ©ie 
boc$! 

3Rariiteflt. ©leicfy, gnäbige ©räfin, glei$! 

Orjiita, Stocf ! Unb barüber gefyt ber Slugenblicf fcorbei. 
9lein, nein, lachen ©ie nur nicfyt. — 2)enn fefyen Sie, SJlarinetti, 10 
(natfbentenb bis jur »a^runa) toaä mi$ fo fyerjlicfy ju lachen ma$t, 
ba3 fyat au$ feine ernftfyafte — fefyr ernftfyafte ©eite. SBie 
alles in ber SBelt ! — 3ufaU? ein 3ufatl fear' c«, bafi ber 
$rinj nicfyt baran gebaut, mi$ fyter ju fprecfyen, unb mid^ bo$ 
fyier fyrecfyen mufj? (Sin 3ufatf ? — ©lauben ©ie mir, SKari* 15 
netti : ba3 Sßort 3ufalt ift ©ottcSläfterung. 3l\fy$ unter ber 
©onne ift 3uf all ; — am toenigften ba£, tootoon bie 2lbfic$t f Ilar 
in bie Slugen' leuchtet. — aittmäcfyttge, allgütige 33orftcfyt, ber« 
gieb mir, baft \d) mit biefem albernen ©ünber einen 3 u f a ^ 9 es 
nennet fyabe, toa3 fo offenbar bein 2öerf, toofyl gar bein un= 20 
mittelbare« 2BerI ift ! — (fcaftig gegen swartnent.) kommen ©ie 
mir unb herleiten ©ie mic§ noc§ einmal ju fo einem 
ftretoel ! 

SKarittelH (oor fi<$). 2)a§ gefyt toeit! — 2lber, gnäbige 
©räfin — 25 

Drjtita. ©tili mit bem 3lber! SDie 2lber foften Über* 
legung : — unb mein Äopf ! mein ßopf ! (5«$ mit ber $<mb bie 
©tirne ^aitenb.) — 9Jta$en ©ie, -Dtarinelli, machen ©ie, bafi id& 
tfyn balb fyred^e, ben ^rin^en ; fonft bin tcfy e$ toofyl gar nicfyt 
imftanbe. — ©ie fefyen, toir foHen unä fprecfyen ; toir muffen 30 
uns fprecfyen — 
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■ Dierter Zluftrttt. 

2)er $rina. Drftna. SRartneUt. 
&tt $ritt5 (inbem er ou8 bem Äabinette tritt, »or fiä)). gcfy mu$ tfym 

ju §ilfe fommen. — 

Otftna (bie i&n erbltdt, aber unentfölüffig bleibt, ob fte auf itjn juge^n foU). 

§a! ba ift er» 

5 $tr $ritt$ (fle&t quer über ben €aal, bei i$r vorbei, nad) ben anbem 
Simmern, o$ne fttb. im «Reben aufjubelten), ©iefy ba ! Uttfere fd^ÖnC ©räfitt. 

— 2öie fefyr bebaure ic$, SJiabame, bafe id& mir bie Gtyre 
SfyreS SefucfyS für beute fo toenig ju nufce machen fann! 
3$ bin beföäftiget. 3$ Kn nic$t allein. — ©in anbermal, 
io meine liebe ©räfin ! (Sin anbermal. — 3$t galten ©ie langer 
ftd& mcfyt auf. %a nid&t länger ! — Unb ©ie, •äJtorinelli, tc§ 
ertoarte ©ie. — 



fünfter auftritt- 

Orfina. SRaritieUi. 

2Jiarinefli. Qdbtn ©ie e3, gnäbige ©räfin, nun fcon tfym 
felbft gehört, toaä ©ie mir nic^t glauben toollen? 
15 Drfitia (»ie betäubt). $ab' i$? fyab* id& toirflicfy? 
aRarinettu 35Mrflid&. 

Prfiita (mit »ü&rmtß). „%$ bin befd^äfttget. %$ bin ni$t 
allein." 3ft ba£ bie (Sntfd^ulbigung ganj, bie t$ toert bin? 
SBen toetfet man bamit md&t ab ? geben Überläftigen, jeben 
20 SSettler. %üx micfy feine einzige 2üge mefyr ? Äeine einige Heine 
2üge mcfyr für m\d) ? — Sefc^äftiget ? toomit benn ? 9tic$t 
allein ? toer toäre benn bei tym ? — Äommen ©ie, SJiarinelli ; 
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aus Sarmfyerjigfett, lieber 5DlarineHi! Sügen ©ie mir eines 
auf eigene SRecfymmg bor. 2Ba3 f oftet ^mn benn eine Süge ? 

— 2öa3 fyat er ju tljun ? 2Ber tft bei ifym ? — ©agen ©ie 
mir ; f agen ©ie mir, toaS 3$nen juerft in ben -äJiunb f ömmt, 

— unb t$ gefye. 5 
WaxintUi (»or n^). 3Kit biefer Sebingung fann tcfy ifyr ja 

toofyl einen Seil ber Sßafyrfyeit fagen. 

Drjitta. 9hm? ©ef$toinb, -äJtarinetti, unb \6) gefye. — @r 
fagte ofynebem, ber $rinj: „(Sin anbermal, meine liebe 
©räfin !" ©agte er nicfyt fo ? — Damit er mir SBort fyält, 10 
bamit er leinen 93ortoanb \)oX, mir nic^t SBort ju galten : ge= 
fötoinb, -OTarinetti, ^xt Süge, unb t$ gefye. 

WlatintUi. Der $rinj, liebe ©räfin, ift toafyrlicfy nid^t allein. 
@3 ftnb ^ßerfonen bei ifym, fcon benen er fid& feinen 2tugenblicf 
abmüßigen lann ; ^ßerfonen, bie eben einer großen ©efafyr ent* 15 
gangen ftnb. Der ©raf 2typiant — 

Drfttta. SBäre bei ifym ? — ©cfyabe, bafj i$ über biefe Süge 
©ie ertappen mufc. ©efcfyftnnb eine anbere. — Denn ©raf 
2typiani, toenn Sie e3 nocfy nicfyt toijfen, ift ^Un \>on Stäubern 
erfd&offen toorben. Der SBagen mit feinem Seicfyname begegnete 20 
mir für} t>or ber ©tabt. — Ober ift er nicfyt ? §ätte e$ mir 
blofj geträumet? 

WlaxintUl Seiber, nicfyt blofi geträumet ! — 2tber bie anbem, 
bie mit bem ©rafen toaren, fyaben ft$ glücflicfy fyierfyer nac$ bem 
©d^loffe gerettet : feine Sraut nämlicfy unb bie SKutter ber 25 
33raut, mit toeld&en er nacfy ©abionetta ju feiner feierlichen 
SSerbinbung fahren toollte. 

Drfhta. 9llfo bie? Die finb bei bem ^rin^en? bie 95raut? 
unb bie SRutter ber Sraut? — 3ft bie 93raut fd^ön? 

2Jiarmeflt. Dem $rinjen gefyt ifyr Unfall ungemein nafye. 30 

Drjitta. %ty toill fyoffen; au$ totnn fie fyäfelid& toäre. 
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2)enn ityr ©dfticffal ift fctyrecflicfy. — 2lrme£, gutes 9Jtäb<$en, 
eben ba er bein auf immer toerben follte, toirb er bir auf 
immer entriff en ! — 2Ber ift fte benn, biefe Sraut ? Kenn' 
\ti} jie gar ? — %&) bin fo lange au« ber ©tabt, bafi id& bon 
5 nichts tüeift. 

9RariitcM. @3 ift ßmilia ©alotti. 

Orfttta. 2Ber? — gmilia ©alotti? ©milia ©alotti? — 
9JtarmeHi ! bafi \d) biefe Süge ntd^t für Sßafyrfyett nefyme ! 

SDlarinem. SBiefo ? 
10 Drfuta. @mitta ©alotti? 

SRantteHt. 2)ie ©ie fcfytoerlid^ fennen toerben — 

Orfma, 2)od& ! bo$ ! Sßenn e§ au$ nur bon fyeute toäre* 
— 3m (Srnft, SMarinelli? ©milia ©alotti?— ßmitia ©alotti 
toäre bie unglücflid^e Sraut, bie ber $ßrinj tröftet? 
15 2Rarutefli (»or fi<$). ©ollte t$ ifyr f$on ju Diel gefagt 
I)aben ? 

Orfina. Unb ©raf 2ty}>iani toar ber Sräutigam biefer 
Sraut? ber eben erfd^offene 2ty}riani? 

mavxntUu 3l\$t anberS. 
20 Orfma» Srabo ! o brabo ! brabo ! (3n bie $änbe föiagenb.) 

2RaritteM, 2Bie ba§? 

Drjina. Äüjfen mö$t' tc$ ben Teufel, ber tfyn baju ber» 
leitet tyat! 

3RaruteHi. 2öen? berleitet? too^u? 
25 Drflna, ^a, füffen, füjfen möcfyt' i$ ifyn — Unb toemt 
©ie felbft biefer Teufel toären, 9BarineHi. 

aRarittcHi. ©räfin ! 

Orfuta* Kommen ©ie Ijer! ©eljen ©ie tni$ an! fteif 
an ! 2lug* in 2luge ! 
30 WlatintUu Wim ? 

Orfma. SBijfen ©ie ntcfyt, toaS id& benfe? 



<k. 2luf3ug. 5. auftritt 71 

manntUi. 2Bie lann \% ba$? 

Drfma. §aben ©ie leinen Slnteil baran? 

2Rarutetti- SBoran ? 

Drfitta. ©d^oören ©ie! — 9iein, fd&toören ©ie nic^t. ©ie 
möchten eine ©ünbe mefyr begeben — Ober ja, fd^toören ©ie 5 
nur. (Sine ©ünbe mefyr ober toeniger für einen, ber boc§ 
fcerbammt ift ! — §aben ©ie feinen 2lnteü baran ? 

^anncflu ©ie erfd^recfen micfy, ©räfin. 

Drfuta. ©etoifj ? — 9tun, Sffiarinetti, argtoofynet 3#* gutes 
§erj aucfy nichts? 10 

WlaxintUi. 2Ba3? toorüber? 

Drfma. 2BofyI, — fo feilt i$ %fyntn tttotö Vertrauen, — 
tttoaZ, baä 3$*en föt$ §aar auf bem ßopfe ju Serge fträuben 
fott. — Slber tyier, fo nafye an ber Sfyüre, möchte \m$ jemanb 
fyören. Kommen ©ie fyierfyer. — Unb ! (tnbem fte ben Ringer auf 15 
b«n attunb legt) §ören ©ie ! ©anj in geheim ! ganj in geheim ! 

^(unb i$ren SRunb feinem Cb>e nähert, als ob fie i§m suflüftern wollte, toad fte aber 

fe&r laut i^m jufa)reiet) $er *ßrinj tft ein 9Jtörber ! 

SRarhteKt. ©räfin, — ©räfin — finb ©ie ganj bon 
©innen ? 20 

Diluta, SSon ©innen ? §a ! fya ! fya ! e»u* »oaem $aife iaa>nb.) 
3$ bin feiten ober nie mit meinem SSerftanbe fo toofyl $u* 
frteben getoefen aU tim i$t. — .8 u & er *äffig, 5Wörinetti; — 
aber e3 bleibt unter uns (Wfe) ber $rinj ift ein SWörber ! be3 
©rafen Stypiam SWörber ! — 2)en fyaben nid^t Stäuber, ben 25 
fyaben §elfer3fyelfer be3 ^rinjen, ben fyat ber *ßrinj umge* 
bracht ! 

SRarhtefli. 2Bie fann 3#nen fo eine 2lbfctyeuHc§Ieit in ben 
9Jhmb, in bie ©ebanfen fommen? 

Drfttta. Sßie ? — ©anj natürlich — 9Rit biefer ßmilia 30 
©alotti, bie fyier bei ifym ift, — beren Bräutigam fo über 
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§al£ über Äopf fid& au$ ber SBelt trotten muffen, — mit 
biefer @milia ©alotti fyat ber $ßrinj fyeute morgen in ber §atte 
bei ben 2)ominifanern ein Sangen unb 33rette3 gefproetyen. 
2)a§ toeifj id&; baä fyaben meine ßunbfcfyafter gefetyen. ©ie 

5 fyabtn and) gehört, toaS er mit ifyr gefyrod&en. — 9tun, guter 
§err? 33in ic§ bon ©innen? %ä) reime, bäd^t* i<$, bo$ noefy 
fo jtemlicty jufammen, toaS jufammen gehört. — Dber trifft 
a\xä) ba$ nur fo fcon ungefähr &u? 3ft 3& nen aud^ ba3 
3ufatt? D, -Dtarinefli, fo fcerftefyen ©ie auf bie 33o3fyett ber 

10 -äJtenfcfyen fid^ eben fo fcfyled^t als auf bie 33orfi$t. 

SRartttettt, ©räfin, ©ie toürben ft$ um ben $al3 reben — 

Drfttta. SBenn tdfy baä meutern fagte? — 2)efto beffer, 

befto beffer ! — SBorgen toiH icfy e§ auf bem 3Karftc ausrufen. 

— Unb toer mir totberfprittyt — toer mir toiberfprid^t, ber 

15 toar be3 9Rörberä ©jriefigefette. — Seben ©ie toofyl. (3«bem fte 

fortgeben null, begegnet fte an ber 3$ttre bem alten ©alotti, ber eiltgft $ereiittritt.) 



Sed?fter auftritt. 

Oboarbo ©alottt. 2)ie ©räftn. aRartnellt. 

Oboarbo ©alotti. SSergci^en ©ie, gnäbige grau — 
Orfina. 3$ ^ a & e fy* x nichts ju toer$eifyen. 3)enn ic§ fyabe 
fyier nichts übel &u nehmen — 2ln biefen §errn toenben ©ie 

30 fiefy. (3&n nad) bem SKarineUi toeifenb.) 

2Rarittetti (tnbem er i^n erbiidet, »or f *). 9lun fcotfenbä ! ber 
2llte! — 

Oboarbo. Vergeben ©ie, mein §err, einem 3Sater, ber 
in ber äufeerften Seftürjung ift, — bafj er fo unangemelbet 
25 fyereintritt. 
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Orfuta. Steter ? (Jte&rt wieber um.) 2)er (Stmlta, ofyne 3toeifel. 

— §a, toittfommen! 

Oboarbo. gin S3ebtenter lam mir entgegengefprengt mit 
ber SRad^rid^t, bafe fyierfyerum bie -Steinigen in ©efafyr toären. 
3$ fliege fyerju unb fyöre, bafe ber ©raf 2l^>^tant bertounbet 5 
toorben; bafj er nacfy ber ©tabt jurüdfgefefyret ; bafi meine 
grau unb Softer fid^ in ba3 ©cfylofc gerettet. — 2öo ftnb 
fie, mein §err, too finb fte? 

Wlaxintüu ©ein ©ie rufyig, §err Dberfter. %fym ©es 
mafylin unb 3$rcr Softer ift nichts Übels toiberfafyren, ben 10 
©$recf aufgenommen, ©ie befinben ficfy beibe toofyl. 2)er 
5{5rinj ift bei ifynen. %d) gefye fogleicfy, ©ie ju melben. 

Oboarbo. SBarum melben? erft melben? 

SRarittefli. 2tu3 Urfacfyen — Don toegeri — fcon toegen be§ 
springen, ©ie toiffen, §err Dberfter, tote ©ie mit bem $rin* 15 
gen ftefyen. -Kid^t auf bem freunbfcfyaftlid^ften $uj$e. ©0 
gnäbig er ficfy gegen 3#re ©ema^Iin unb Jodler bejeiget: 

— 63 finb Samen — toirb barum aud; %i)x unvermuteter Sin« 
blidf ifym gelegen fein? 

Oboarbo. ©ie fyaben red^t, mein iperr, ©ie fyaben recfyt. 20 
SRarttteHt. 2lber, gnäbige ©räfin, — lann \d) borfyer bie 
ßfyre fyaben, ©ie na$ 3#rem Sßagen }u begleiten? 
Orfuta. 9tic$t boc$, nicfyt bo$. 

WlavintUl (fte bei ber £anb ni<$t uitfanft ergreifenb). (Urlauben ©ie, 

bafj tc§ meine ©cfyulbigfeit beobachte. — 25 

Orfitta. Sftur gemadfj ! — $$ erlaffe ©ie beren, mein 
§err! 2)afe boc$ immer 3$re3gleic$en §öflicfyfeit jur 
©d&ulbigfeit machen, um, h>a3 eigentlich ifyre ©d^ulbigfeit 
toäre, afö bie -Kebenfacfye betreiben ju bürfen! — liefen 
hmrbigen 9Jiann je efyer je lieber ju melben, ba§ ift 3#re 3° 
©cfyulbigfeit. 



74 (Emtlta (Salottu 

WtaxintUl SSergcffcn ©ie, toaS ^ntn ber *ßrinj felbft 
befohlen ? 

Drfma. @r lomme unb befehle e§ mir noc$ einmal. %$ 
erwarte ifyn. 

5 SRarittetti (tejfe ju bcm Dberften, ben er Betfeite sieget). 9Jtem §err, 

i$ mufj ©ie fyter mit einer $)ame laffen, bie — ber — mit 
beren SSerftanbe — ©ie fcerftefyen mic$. 3$ faö e 3# nen biefeS, 
bamit ©ie toiffen, toaS ©ie auf tfyre Sieben $u geben fyabtn, 
— beren fte oft fefyr feltfame führet. 9tm beften, ©ie laffen 
10 fiefy mit ifyr nid^t in« SBort. 

Oboarbo. Stecht toofyl. — ©ilen ©ie nur, mein §err. 



Siebenter 2luftritt. 

3>te ©rfifin Drftna. Oboarbo ©atottt. 

Drfilta (na$ einigem <3ttQf Zweigen, unter welkem fte ben Dberften mit 
SWitletb betrautet, fo wie er fte, mit einer flüchtigen Keugierbe). 2Ba3 er 

^ntn auefy ba gefagt fyat, unglücflicfyer 3Jlann ! — 
15 Oboarbo &au> »or f«$, w* g«gen fte). Unglücf lieber ? 

Orfina. (Sine SBafyrfyeit toar e3 getoifj nicfyt ; — am toemgften 
eine bon benen, bie auf ©ie toarten. 

Dboarbo* Stuf mi$ harten ? — SBeifc xd) nid^t fcfyon ge= 
nug ? — 9Jtobame ! — Slber reben ©ie nur, reben ©ie nur. 
20 Orfina. ©ie toiffen ntd^tS. 
Dboarbo. 9tic$t3? 

Orfina. ©uter, lieber 35ater ! — 2Ba8 gäbe id& barum, 
toann ©ie au$ mein SSater toären! — SBerjeifyen ©ie! bie 
Unglücflicfyen fetten fiefy fo gern aneinanber. — 2$ toottte 
25 treulich ©$mer$ unb 2ßut mit 3ftnen teilen. 
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Dboarbo, ©$merj unb $Q\\t ? 9Jtabame ! — 316er \$ 
öergeffe — Sieben Sie nnr. 

Drfuta, 2Benn e£ gar 3$re einzige Softer — 3$r einziges 
Ätnb toäre ! — Qtoax einjig ober titelt. 3)aS unglücflid&e Äinb 
ift immer baS etnjtge. 5 

Dboarbo, S)a§ unglücf Ud&e ? — 5Jtabame ! — 2Ba§ hüll id; 
toon tfyr ? — SDocfy, bei ©ott, fo tyrxe^t feine 2Batynhri$ige ! 

Drjitta. 2ßafyttt>i$ige ? 35a3 fear e3 alfo, toaS er 3$ nen 
öon mir Vertraute? — 9hm, nun, e3 mag leidet feine öon 
feinen gröbften Sügen fein. — 3$ fütyle fo toa§ ! — Unb io 
glauben ©ie, glauben ©te mir : toer über gehnffe 3)inge ben 
SSerftanb m$t verlieret, ber tyat feinen ju Verlieren. — 

Dboarbo, SBaö foH t$ benfen? 

Orfttta. 2)af$ ©ie mic§ alfo ja ntcfyt öerad&ten ! — Senn 
auc^ ©ie fyabtn 33erftanb, guter Silier, axxä) ©ie. — 3$ fei)' 15 
e§ an biefer entfd&loffenen, efyrtoürbigen 3Kiene. 2lu$ ©ie 
fyabtn SBerftanb; unb e3 foftet miefy ein 2öort, — fo fyaben 
©ie feinen. 

Dboarbo. SUtabame! — 3föabame! — 3$ l? a & e f$ on 
feinen mefyr, noefy e^e ©ie mir biefeS 2Bort fagen, toenn ©ie 20 
mir e3 nicfyt balb fagen. — ©agen ©ie es ! f agen ©ie e£ ! — 
Ober e3 ift ntcfyt toafyr, — e$ ift nicfyt toafyr, bafc ©ie toon jener 
guten, unferS 9Kitleib$, unferer §o$ac§tung fo toürbigen ©at= 
tung ber 5Bafynhn$igen finb — ©ie ftnb eine gemeine £fyörin. 
©ie f)abtn nicfyt, toaS ©ie nie Rotten. 25 

Orfitta- ©0 merfen ©ie auf ! — 2öaS hriffen ©ie, ber ©ie 
f$on genug hriffen hotten ? 2)aj} Stypiani fcerhmnbet toorben? 
9hir toerhmnbet? — atyptani ift tot ! 

Dboarbo. £ot ? tot ? — §a, $rau, ba§ ift hriber bie Slbrebe. 
©ie wollten miefy um ben SSerftanb bringen, unb ©ie brechen 30 
mir baS §erj. 
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Drftna. 35a3 beider! — 9tur toeiter. — 3)er Sräutigam 
ift tot : unb bie Staut — 3#re 2toc§ter — fd^limmer als tot. 

Dboarbo. ©d&limmer ? f cfylimmer als tot ? — Slber bo<# 

jugleic§ aud& tot? — 2)enn id) fcnne nur ein ©$limmere3 — 

5 Drfttia. 9U$t jugleicfy auc§ tot. SRein, guter 93ater, nein ! 

— ©ie lebt, fie lebt, ©ie toirb nun erft re$t anfangen ju leben. 

— ©in ätbtn öoH SBonne ! ba3 f d&önfte, luftigfte ©d&laraffen* 
leben, — fo lang* e§ bauert. 

Dtoarbo, 2)a3 2Bort, SDtabame, baS einjige 2Bort, ba3 mi# 
10 um ben SSerftanb bringen foH ! §erau3 bamit ! — ©dritten 
©ie nid&t 3$ren £roj>fen ©ift in einen ©irner. — 2)a3 einige 
2Bort! gefcfytoinb. 

Drfttta. 5Run ba ; bucfyftabieren ©ie e$ jufammen ! — 2)e3 
9Korgen3 fyrac§ ber $rinj 3$re Stocfyter in ber 9Reffe, be3 
15 9ta$mittag8 fyat er fie auf feinem 2uft — Suftfd&loffe. 

Dboarbo. ©pra$ fie in ber Sföeffe? 3)er $rinj meine 
Softer? 

Orftita. 3föit einer Sertraulid&f eit ! mit einer Snbrunft ! — 
©ie Ratten nid&tS ÄleineS abjureben. Unb red^t gut, toenn e3 
20 abgerebet toorben ; red^t gut, toenn 3>fyre £o$ter freiwillig ftdj 
fyiertyer gerettet ! ©efyen ©ie : fo ift e3 bo$ feine getoaltfame 
Sntfüfyrung, fonbem blofc ein Heiner — Heiner SUteucfyelmorb. 
Oboarbo. SBerleumbung ! öerbammte SSerleumbung ! Jjcfy 
fenne meine £o$ter. 3ft e $ 3föeu$elmorb, fo ift e$ auefy 

25 ©ntfÜ^rung. — (»lutt wilb um f«$ unb ftampft unb fd&äumet.) 3l\XXi, 6laU* 

bia ? SRun, 9Kütterc§en ? — Qabtn wir nicfyt greube erlebt ! D 
be8 gnäbigen Sßrinjen! D ber ganj befonbem (Styre! 

Drftna. SBirft e8, Sllter? toirft eS? 

Dboarbo. 3)a ftefy' icfy nun bor ber §öfyle be§ StäuberS — 

30 (3nbem er ben SRod oon beiben Seiten auSeinanber fc&lägt unb fidj oljne ©eroe&r 

Mt.) SBunber, bafj i# au8 ©ilfertigfeit nic^t aud& bie §änbe 
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JUrÜcfgelaffen ! — (»n aOe 6$ubfä(fe fü&lenb, als etwa» fut&enb.) 9ti(§tö ! 

gar trid^ts! nirgenbS! 
Orfina. §a, ic$ öerftefye! — 3)amit fann icfy aushelfen! 

— 3$ &Ä&' Ctnen mitgebracht, («inen 2>o[$ $en>orjie$enb.) 2)a 

nehmen ©ie ! nehmen ©ie gefcfywinb, efy un§ jemanb fiefyt ! — 5 
%u$ ^ätte id& no# etwas, — ©ift. aber ©ift ift nur für uns 
Sßeiber, nic$t für SUtänner. — Stemmen Sie tyn ! (3&m ben $01$ 
oufbrinßfnb.) 9tefymen ©ie! 

Dboarbo. 3$ banf e, tefy banf e. — Siebes Äinb, Wer Wieber 
fagt, bafc bu eine 9tärrin bift, ber tyat e$ mit mir ju ttyun. 10 

Drfina. ©teefen ©ie beifeite ! gefd&Wtnb beifeite ! — -Dtir 
Wirb bie ©elegentyeit öerfagt, ©ebrauety bafcon ju machen. 
2#nen wirb fie nicfyt fehlen, biefe ©elegentyeit : unb ©ie Wer* 
ben fie ergreifen, bie erfte, bie befte, — wenn ©ie ein 3föann 
ftnb. — 3$, i$ ^ n nu * «n S0B e ^ ; a & er fr * am *$ ^ er ! feft 15 
entfcfyloffen ! — 2Bir, 2Uter, Wir fönnen uns affeS Vertrauen. 
2)enn Wir ftnb beibe beleibiget ; öon bem nämlichen SSerfü^rer 
beleibiget. — 211;, Wenn ©ie Wüßten, — totrin ©ie Wüßten, Wie 
überf$Wängli$, wie unau3fyrec§li$, Wie unbegreiflich id) öon 
tfym beleibiget Worben unb noc§ Werbe : — ©ie iönnten, ©ie 20 
Würben 3$rc eigene Seleibigung barüber öergeffen. — Äennen 
©ie miefy ? 3$ Mn Drfina, bie betrogene, öerlajfene Drfina. — 
3toar öieHeid^t nur um 3#re Softer fcerlajfen. — 35ocfy totö 
fann 3$** £o$ter bafür? — Salb Wirb auefy fie öerlaffen fein. 

— Unb bann Wieber eine ! — Unb Wieb er eine ! — §a ! 25 
(wie in ber Gntsüdunß) welc§ eine fytmmlifc§e 5ß^antafie ! 2öann 
Wir einmal alle, — wir, ba3 gan$e §eer ber SBerlajfenen — Wir 
alle, in Bacchantinnen, in gfurien toerWanbelt, totnn wir alle 
tyn unter un3 Ratten, ifyn unter uns jerriffen, jerfleifd&ten, fein 
ßingeweibe burd^ Wühlten, — um ba3 §erj ju finben, ba3 ber 30 
Verräter einer jeben öerfyracfy unb leiner gab ! §a ! ba3 f oHte 
ein £anj Werben! ba3 follte! 
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TldfUv auftritt. 

Glaubia ©alotti. $te »origen. 
(Ülaubta (bie im $ereintreteit fl$ umfielt unb, fobalb fie i$ren ©ema&l 

erbiidt, auf m jufKeget). ßrraten ! — 9lty, unfer 33efd&ü$er, unfer 
fetter ! 33ift bu ba, Dboarbo ? SStft bu ba ? — 9lu$ tyrem 
SBttyern, auS tyren 5Jtienen fd^Iofe t$ es. — 2Ba3 fott t$ bir 
5 fagen, toenn bu no$ nichts toeifet? — 2ßaS fott id& bir fagen, 
toenn bu fd&on alle^toeifjt? — Slber toir ftnb unfcfyulbig. 3tö 
bin unfcfyulbig. 2)eine 2tod&ter ift unfd&ulbig. Unfcfyulbig, in 
allem unf d^ulbig ! 

DboarbO (ber fiä) bei (Srbltdung feiner ©ema&lin ju faffeit gefugt). ©ut, 

io gut. ©ei nur rufyig, nur rufyig — unb antworte mir. (®egen 
bie Drftno.) 5Rtd^t, 9Kabame, als ob i$ no$ jtoeifelte — gft ber 
©raf tot? 

Glaitbia. £ot. 

Dboarbo. 3ft ^ toafyr, bafc ber Sßrinj tyutt morgen Smüien 
15 in ber 9Keff e gef prod&en ? 

Glaitbia. SBatyr. Sfber toenn bu toüfcteft, toelcfyen ©d&recf 
eS ifyr toerurfad&t, in toeld&er Seftürjung fie naefy §aufe 
tarn — 

Drfitta. 9iun, fyab* id& gelogen? 

20 Dboarbo (mit einem bittern Sachen). $$ ftOÜV au$ ni$t, ©tt 

fy&ttinl Um hrie toieleS nid&t! 

Drftna. Sin i$ toatynhri^ig? 

Dboarbo (»üb ijtn unb ^er ge^enb). D — noefy bin i$ e§ auety 
nicfyt. 
25 dlonbia. 2)u geboteft mir rufyig ju fein, unb t$ bin rufyig. 
— Sefter SKann, barf audf) xi) — td& bt$ bitten — 

Dboarbo. 2ßaS totHft bu? Sin id& nid&t rutyig? Äann 
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man ruhiger fein, als td& bin ? — (©«$ swinsenb.) 2Beif$ e« (Smtlia, 
bafe ätypiam tot ift? 

Glaubia. SBijfen fann ftc e3 nid^t. Slber i# fürchte, bafj fie 
e3 argtoofynet, toeil er nid&t erföeinet. — 

Dboarbo. Unb ftc jammert unb toinfelt — 5 

(Slaubia. 3l\$t mefyr. — 3)a3 ift borbei : nad) iljrer 2lrt, 
bie bu fetmeft. Sie ift bie gurc^tfamfte unb ©ntfd&lofjcnfte 
unferS ©efölecfytS. 3$rer erften ßinbrüdfe nie mächtig, aber 
naefy ber geringften Überlegung in atte3 ft# ftnbenb, auf 
aDe§ gefaxt. Sie tyält ben Sßrinjen in einer ©ntfemung, fie 10 
fyrid&t mit tym in einem £one — 3föac§e nur, Dboarbo, bafe 
ftrir toegfommen. 

Dboarbo. 3$ bin ju Sßferbe. — 2BaS ju fyun ? — ®0(§/ 
SKabame, ©ie fahren ja na# ber ©tabt jurüdf? 

Orjttta. 5Ri$t anberS. 15 

Dboarbo. §ätten ©ie toofyl bie ©etoogentyett, meine grau 
mttft$ ju nehmen? 

Orfina. ©arum nid&t? ©efyr gern. 

DboarbO. ßlaubia, — <i*r bie ©rftfin belannt madjenb) bie ©räfht 

Drfina, eine 35ame bon großem SSerftanbe, meine greunbin, 20 
meine SOBofyltfyäterin. — ®u mufet mit tyr herein, um uns fo* 
gleich ben ©agen fyerauS ju fd&idfen. SmtHa barf nic^t ftrieber 
nad& ©uaftatta. ©ie fott mit mir. 

aiattbio. Slber — toam nur — 3$ trenne mt$ ungern 
öon bem Ambe. 25 

Dboarbo. «Bleibt ber Steter nid&t in ber 9täfye? 3Ran toirb 
tyn enblidfr bod& borlaffcn. Äeine ßintoenbung ! — Äommen 
©ie, gnäbige grau. (Seife au i*r.) ©ie Serben bon mir työrem 

— Komm, ßlaubia. («r fttjrt fie ab.) 



2>ie @cene bleibt. 



<£rfter auftritt. 

VtarineUi. 2)er SP r i n 3- 

SWartneHt. ipier, gnäbiger §err, au3 biefetn gfenfter fönnen 
©ie tfyn fefyen. @r gefyt bic Slrfabe auf unb nieber. — @ben 
biegt er ein ; er fömmt. — SRein, er fefyrt toieber um — ©anj 
einig ift er mit ftcfy noefy nicfyt. 216er um ein ©rofeeS ruhiger 

5 ift er — ober f cremet er. gür un§ gleitete!! — SRatürlicty ! 
2Ba§ tym auefy beibe SBeiber in ben ßopf gefegt fyaben, ftrirb er 
e§ toagen ju äufjern ? — Söte Sattifta gehört, foH ifym feine 
grau ben Sßagen fogleid^ fcerauSfenben. ®enn er fam ju 
$ferbe. — QitUn Sie a$t, toenn er nun fcor Sfynen erfcfyeinet, 

io toirb er ganj untertfyänigft ßurer 3)ur$Iau$t für ben gnäbigen 
©cfyufc banfen, ben feine gamilie bei biefem fo traurigen 3 Us 
falle fyier gefunben ; hrirb fi$ mit frimt feiner £o$ter ju f er* 
nerer ©nabe empf efylen ; toirb fie rufyig naefy ber ©tabt bringen 
unb e3 in tieffter Unterwerfung erwarten, toelcfyen Leitern Sin* 

15 teil ©uer 35ur$laucfyt an feinem unglücflid&en, lieben SRäbctyen 
ju nehmen gerufen tootten. 

$er$ritts. SBenn er nun aber fo ja&m ni$t ift? Unb 
f^toerUcfy, fcfytoerlicfy toirb er e3 fein. %d) fenne ifyn ju gut. — 
SBenn er työd&ftenS feinen 2lrgtoot;n erftieft, feine 2öut fcerbeifet: 
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aber ©mitten, anstatt fte nad) ber ©tabt ju führen, mit fi$ 
nimmt? bei ft$ behält? ober toofyl gar in ein Älofter aufcer 
meinem ©ebiete öerfd^ltefet? Sie bann? 

9RaHtteflt. $ie fürcfytenbe Siebe fietyt foeit. 2ßa$rli$ ! — 
Slber er toirb ja nicfyt — 5 

$er spring SBenn er nun aber ! 2Bie bann ? 2Ba3 toirb e£ 
un3 bann Reifen, bafj ber unglücfUd^e ©raf fein &tbm barüber 
verloren ? 

WlatintUi. 2Boju biefer traurige ©eitenblicf? 33ortoärt3! 
benft ber Sieger, e§ falle neben itym geinb ober greunb. — 10 
Unb totnn aucfy ! SBenn er eS aucfy toolttc, ber alte 5Rcib^art, 
toaS Sie öon tfym fürchten, $rinj : — (tt&erie 8 enb) $Da3 gefyt ! 
3$ 1)ab } e§ ! — Sßeiter als jum 2BoHen foDt er e3 gehnfj nicfyt 
bringen. ©ehnfc ni$t ! — Aber bafc toir tfyn nid&t au3 bem 
©eftd^te Verlieren ! — (Sritt wieber ans genfter.) Salb fyätt' er un§ 15 
überrafd&t! (Sr lömmt. — Saffen ©ie uns ifym noä) au& 
toetcfyen, unb fyören ©ie erft, ^rin^, toaS toir auf ben ju be* 
fürd&tenben gaff ttyun muffen. 

$>er ^rttts (bro^eub). 9tur, SKarinetti ! — 

SRaruteHi. 35aS Unfd&ulbigfte i>on ber SBelt! 20 



«^weiter 2tuftrttt. 

Dboarb* ©alotti. 5Ro# niemanb fyier? — ©ut, xi) fott nod& 
fälter toerben. @S ift mein ©lüdf. — 5Ri$t3 fceräd&tlid&er als 
ein braufenber ^ünglingSfopf mit grauen paaren! %ä) i)ah y 
e3 mir fo oft gefagt. Unb bod& liefe icfy micfy fortreiten, unb 
fcon toem ? SBon einer (Sif erfüd^tigen, öon einer für 6if erfucfyt 25 
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SBatyntoi^igen. — 2Ba3 fyat bic gefränfte £ugenb mit ber 
Stacke be3 Safterg ju f Raffen? Sgene a Kein ^ab' tcfy ju retten. 
— Unb beine ©acfye, — mein ©ofyn ! mein ©ofyn ! — 
SBeinen fonnt' icfy nie; — unb ftriH eä nun ni$t erft lernen 

5 — 35eine ©a$e toirb ein ganj anberer ju feiner machen! 
©enug für mid&, toenn bein SKörber bie grucfyt feines SSer« 
bred^enS mcfyt geniest. — ®ie3 martere ifyn metyr aU ba3 SSer* 
brechen ! SBenn nun balb ifyn Sättigung unb ©fei fcon Süften 
ju Süften treiben, fo öergätte bie (Erinnerung, biefe eine Suft 

ionid^t gebü^et ju fyaben, ifym ben Gbtnufy aller! S n jebem 
Traume fityre ber blutige Bräutigam tfym bie 95raut bor baS 
Sette; unb toann er bennod^ ben toottüftigen 3lrm naefy tfyr 
auSftrecft, fo fyöre er plö^licfy ba3 §ofyngeläcfyter ber §öffe 
unb ertoad&e! 



Dritter auftritt 

2ttarineUi. Oboarfco ©atotti. 

15 WlaxintUx. SEBo blieben (Sie, mein §err ? too blieben ©te ? 

Oboarbo. 2Bar meine £oc§ter fyier? 

WlaxintUv -fticfyt fie, aber ber 5ßrinj. 

Dbourbo. 6r öerjeifye. — 3$ fyabe bie ©täfin begleitet. 

maxintUu 5Run ? 
20 Dbourbo. 3)ie gute 95ame! 

WlatlntUi. Unb Sfyre ©ematytin? 

Dboarbo. gft mit ber ©räfin, — um uns ben 2Öagen 
fogleicfy fyerauSjufenben. 2)er ^rinj vergönne nur, bafc t$ mic$ 
fo lange mit meiner £ocfyter no$ fyier öertoeile. 
25 mavinM. 2öoju biefe Umftänbe? SJürbe ftc$ ber sßrinj 
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nic^t ein Vergnügen barauä gemalt tyaben, fte beibe, -JJtutter 
unb £ocfyter, felbft nad) ber ©tabt ju britigen? 

Dboarbo. 35te £od&ter toenigftenS toürbe biefe ßfyre fyaben 
verbieten muffen. 

SRannent. SBiefo ? 5 

Dboarbo. ©ie fott ni$t mefyr naefy ©uaftatta. 

WtatintUu -fticfyt? unb toarum ntd^t? 

Dboarbo. 2)er ©raf ift tot. 

aßartnefli. Um fo triel mefyr — 

Dboarbo. ©ott fte mit mir. io 

manntUi. 9Hit Stynen? 

Dboarbo. 9Hit mir. $$ faß* Sfatn l a / *>er ® ra f $ *°* — 
toenn ©ie e3 no$ nicfyt nriffen — 2öa3 fyat fie nun toeiter in 
©uaftatta ju tfyun ? — ©ie foß mit mir. 

WlaxintUi. SltterbingS toirb ber fünftige Slufentfyalt ber 15 
Softer einzig öon bem SBiffen be§ SBaterS atyanQtn. 3l\xx 
öorS erfte — 

Dboarbo. 2Ba3 toorS erfte? 

2RartnelIt. SBerben ©ie toofyl erlauben muffen, Jperr Ober« 
fter, bafj fie naefy ©uaftatta gebraut hnrb. 20 

Dboarbo. -Keine £o$ter? na$ ©uaftatta gebraut toirb? 
unb toarum? 

äRarittettt. SBarum? (Srtoägen ©ie boc§ nur — 

Dboarbo (&i*i fl ). ©rtoägen ! ertoägen ! 3$ ertoäge, bafc tyier 
nichts ju ertoägen ift. — ©ie fott, fte mufc mit mir. 25 

WlatintUi. D, mein §err, — toaS brausen toir un§ 
hierüber ju ereifern? @3 fann fein, bafe tefy mi$ irre, bafj 
e§ nt$t nötig ift, toaS \$ für nötig fyalte. — 95er $rinj 
toirb es am beften ju beurteilen toiffen. 2)er $rinj ent* 
fd&etbe. — 3$ gefy' unb tyole ifyn, 30 
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Pierter auftritt 

Dboarbo ©alottt. 2Bie ? — 9fämmermefyr ! — 3Wtr tor* 
fd^retben, tro fie fyn f ott ? — -Dlir fie vorenthalten ? — 2öer 
tritt ba£ ? SBer barf ba3 ? — ®er fyier atteS barf, traS er 
tritt ? @ut, gut ; fo f ott er fefyen, tüte öiel aucfy tcfy barf, ob 
5 icfy e§ fcfyon nid&t bürfte ! Äurjftd^tiger 2Büteri$ ! 9Jlit bir tritt 
ii) e3 trofyl aufnehmen. SBer lein ©efefc achtet, ift Am fo 
mächtig, aU trer fein ©efe$ fyat. 3)a3 treibt bu ni$t ? Äomm 
an ! fomm an ! — Slber fiel; ba ! ©cfyon triebet ; fd;on hrieber 
rennet ber £orn mit bem SSerftanbe bafcon. — 2öa§ tritt t$ ? 

io ßrft mufft' e8 bo$ gefcfyetyen fein, trorüber id& tobe. 9ßa§ 
plaubert nicfyt eine §offc§ranje ! Unb f)ättt i$ ifyn boc§ nur 
plaubern laff en ! §ätte ic§ feinen 33ortranb, trarum fte trieber 
nacfy ©uaftatta fofl, boc§ nur angehört ! — ©o fönnte icfy mt<$ 
je£t auf eine Slnttoort gefaxt machen. — 3^^r auf treiben 

15 fann mir eine fehlen ? — ©ottte fte mir aber fehlen ; fottte fie 
— SUtan fömmt. 9iufyig, alter Rnaht, rufyig ! 



fünfter auftritt. 

2)er $rtna. 3RarineUi. Oöoarbo ©atotti. 

$er ^Hiia. 2lfy, mein lieber, red&tfd&affner ©alottt, — 
fo ettraS muft aucfy gefcfyefyen, trenn i$ ©ie bei mir fefyen 
fott. Um ein ©ertngereS tfyun ©ie e3 nic^t. 2)ocfy feine 
20 Sortoürf e ! 

Dboarfco. ©näbiger Jperr, ic§ fyalte e$ in atten Ratten für 
unanftänbig, jtc§ ju feinem dürften gu brängen. 353en er fennt, 



j 
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ben hrirb er forbem Iaffen, toenn er feiner bebarf. ©elbft i£t 
bitte iä) um SBer^ei^ung — 

$er Sßrin^ 2ßie manchem anbem toollte i$ biefe ftolje 
SSerjei^ung toünfcfyen ! — 35o$ jur ©acfye. Sie Serben begierig 
fein, 3$rc £o$ter ju fefyen. ©ie ift in neuer Unruhe toegen 5 
ber plö$li$en (Entfernung einer fo järtlicfyen 9Jlutier. — SBoju 
aucfy biefe Entfernung? 3$ toartete nur, baft bie liebend 
toürbige (Emilie ftd& fcölltg erholet fyätte, um beibe im £riumpfye 
naty ber ©tabt ju bringen, ©ie fyaben mir biefen £riumpfy 
um bie §älfte öerfümmert ; aber ganj toerbe \d) mir ifyn ni$t 10 
ntfymtn Iaffen. 

Dboarbo. £u *>iel ©nabe ! — (Erlauben ©ie, 5ßrinj, bafc 
id£) meinem unglücflicfyen $inbe alle bie mannigfaltigen Ärän= 
fungen erfpare, bie greunb unb ^einb, SKitleib unb ©cfyaben* 
freube in ©uaftaHa für fie bereit galten. 15 

2>er ^ritt^ Um bie füfcen Äränlungen be3 $reunbe3 unb 
be3 2Jtitleib3 toürbe e§ ©raufamfeit fein fie ju bringen. 2)afj 
aber bie Äränlungen be3 $einbe3 unb ber ©cfyabenfreube fie nicfyt 
erretten fotten, bafür, lieber ©alotti, Iaffen ©ie micfy forgen. 

Dboarbo. $rinj, bie fcäterlicfye Siebe teilet tfyre ©orge 20 
nicfyt gem. — %d) benfe, \ä) toeife e$, toaS meiner Stocktet in 
tfyren i^igen Umftänben einjig jiemet — (Entfernung au$ ber 
SBelt, — ein filofter, — fobalb als möglich 

S>er$rina, (Ein ßlofter? 

Dboarbo. 33i3 bafyin meine fie unter ben Slugen ifyn§ 25 
33ater3. 

$>er %xin%. ©0 Diel ©d^önfyeit foll in einem Älofter öer* 
blühen ? — 35arf eine einzige f etylgef cfytagene Hoffnung un§ 
gegen bie 2Belt fo unöerf öljmlid? machen ? — ©od? aüerbingS : 
bem SSater fyat niemanb eingeben, bringen ©ie ifyre Stod&ter, 30 
©alotti, toofyin ©ie toollen. 
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Dboarbo (ö<ß«n SRartneiu). SRun, mein §err ? 

2ttariuelli. SBcnn ©te micfy fogar auffobern ! — 

Oboarbo. D mit nieten, mit nieten. 

$>er %x\n$. 2Ba3 ^aben ©ie beibe ? 
5 Dboarb*. 9li$tg, gnäbtger §err, nichts» — 2Bir ertoägen 
blofc, toeld&er öon uns jt$ in ^f)mn geirret fyat. 

$er Britta, Sßiefo ? — Sieben ©ie, 5RarineHu 

äRarineflt. gg getyt mir natye, ber ©nabe meines dürften 
in ben 2Beg ju treten. 2)ocfy toenn bie gfreunbfctyaft gebietet, 
io öor allem in ifym ben Stifter auf jufobem — 

$>er «ßrroj. Sßelcfye ftreunbf d&aft ? — 

SRarittettt. ©ie toiffen, gnäbiger Jperr, hne fetyr \d) ben 
©rafen Stypiani liebte, toie fe^r unfer beiber ©eelen ineinanber 
öertoebt fcfyienen — 
15 Dbourbo. 35a§ totffen ©ie, Sprinj? ©o toiffen ©ie e3 
toafyrltd^ allein. 

SRarinetti. 93on ifym felbft ju feinem Städter beftettet — 

Dboarbo. ©ie ? 

SRarixelKi. fragen ©ie nur 3# re ©ematylin. 3HarineHi, 
20 ber SRame 9Rarinetti toar ba§ le$te SBort beä fterbenben @ra* 
f en, unb in einem SCone ! in einem £one ! — 35afc er mir nie 
aus bem ©eljöre fomme, biefer fd&recflid&e £on, töenn i$ 
ntd&t alles antoenbe, bafj feine SDWrber entbedft unb beftraft 
toerben ! 
25 $er $rtita. dttfymn ©ie auf meine fräftigfte -Dlittoirlung. 

Oboarbo. Unb meine fyeifceften SBünfd^e ! — ©ut, gut ! — 
3lber U>a3 toeiter? 

$>er $rttt$, 2)aS frag' icfy, 9Jiarincffi. 

Marinem« SUtan fyat 93erbad&t, bafi e3 nid^t Stäuber getoef en, 
3otoelcfye ben ©rafen angefallen. 

©biwrb* (VoWm SRtdjjt? toirflic§ ntd&t? 
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SRarittettt. SDafc ein Nebenbuhler ifyn au3 bem SBege räumen 
laffen. 

Dboarbo (Mtter). ®t! ßin Nebenbuhler? 

SRftrinefli. Nicfyt anberS. 

Dboarbo. Nun bann, — ©ott öerbamnt' ifyn, ben meuc^el« 5 
mörberif cfyen Suben! 

SRttHnent. ©in Nebenbuhler, unb ein begünftigter Neben« 
bunter — 

Oboarbo. 2Ba3? ein begünftigter ? — 2öa3 fagen ©ie? 

SRarineHi. Nichts, als toaS bag @erü$te verbreitet. ic 

Dboarbo. (Sin begünftigter ? öon meiner Softer begünftiget ? 

3Karinettu 3)a3 ift gehnft nicfyt. 2)aS fann ni$t fein. 
2)em hnbertyred^ tcfy, trofc 3^ nen - — 316 er & e * & em a ^«, 
gnäbiger §err, — benn ba3 gegrünbetfte Vorurteil nrieget auf 
ber SBage ber ©ered&tigfett fo öiel als nid&ts : — bei bem allen 15 
toirb man bo$ nicfyt umfyin fönnen, bie fcfyöne UnglücfKcfye 
barüber ju toernefymen. 

2>er Sßrins. Jjatoofyl \ allerbingS. 

©tortit.eUi. Unb too anberS ? too lann baS anberS gef d&etyen 
als in ©uaftatta? 20 

$er Sßrittä. 95a tyaben ©ie red^t, SNarinetti ; ba fyaben ©ie 
red^t. — 3 a f°/ & a 3 beränbert bie ©ad&e, lieber ©alotti. Nid^t 
toafyr ? ©ie fefyen felbft — 

Dboarbo. D ja, t$ fefye — 3$ fefye, ipa3 tcfy fetye. — 
©ott! ©ott! 25 

£>er «ßritt-j. 2BaS ift ^ncn* 2Ba3 ^aben ©ie mit ftd&? 

£>bonrbo. 2)af$ t$ e3 m$t öorauSgefefyen, toaS \<ty ba 
fefye. 2)a3 ärgert mtcfy, Leiter ni$t§. — Nun ja; fie fott 
hrieber nad& ©uaftatta. 3$ hritt fie toieber ju ifyrer SNutter 
bringen : unb biä bie ftrengfte Unterfud^ung fie freigef prod&en, 30 
tottt tcfy felbft aus ©uaftatta nicfyt toeid&en. 35enn toer toeife, 
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— (mit einem Bittem 2a$en) fttt foetfj, ob bie ©ere^ttgfeit UtC^t 

aucfy nötig fmbet, mi$ ju toernefymen. 

aWarincHi ©efyr möglich { 3 n folgen fallen t^ut bic 
©erecfytigfeit lieber ju öiel, als ju toenig. — 35afyer fürd&te 
5 \d) fogar — 

$>er Britta. 3Ba3? toaS fürchten ©ie? 
2Rarittettt. -Kau toerbe fcorberfyanb ni$t öerftatten fönnen, 
bafc 3föutter unb £o$ter ftc$ f^red^en. 
Dboarbo. ©i$ rtid^t fprecfyen? 
10 SRaritteflt» 5Ran toerbe genötiget fein, 3föutter unb Stod^ter 
}u trennen. 
Dboarbo, SBhitter unb Softer ju trennen? 
SttartneKu Sföutter unb £o$ter unb SSater. 3)ie %oxm 
beä SSer^örS erfobert biefe SSorfid^tigfeit fd&Ied&terbingS. Unb 
15 eS tfyut mir leib, gnäbiger §err, bafc i$ micfy gelungen fetye, 
auSbrücfücfy barauf anjutragen, toemgftenS ßmilien in eine 
befonbere 33ertoafyrung ju bringen. 

Dboarbo, Sefonbere SBertoafyrung ? — spring ! 5ßring ! — 

35o$ ja ; freiließ, freiließ ! ©anj re$t : in eine befonbere SBer* 

20 toatyrung ! 9ti$t, Sprinj ? ntd&t ? — D toie fein bie ©ered^tigfeit 

ift ! SSortrcffltd^ ! (P&rt fänett na<$ bem 6<$uöfadfe, in welkem er ben 2>oI$ &at.) 

$er ^ritt^ (fc$mei<$ei$aft auf i$n jutretenb). gaffen ©ie ft<$, lieber 
©alotti — 

Oboarbo (beifeite, inbem er bie $anb leer nrieber ^crauSjiebt). ® a3 f pXüA 

25 fein ßngel ! 

2>er ^rinj. ©ie fmb irrig ; ©ie öerftefyen ttyn nu§t. ©ie 

benfen bei bem Söorte SSertoafyrung toofyl gar an ©efängnte 

unb ßerfer. 

Dboarbo, Saffen ©ie miefy baran beulen, unb ic§ bin rutyig ! 

30 2>er %tin$. Äein SBort toon ©efängmS, -äJtartneHi ! §ier 

ift bie ©trenge ber ©efe$e mit ber Sichtung gegen unbef^oU 
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ttm £ugenb leidet ju öeretnigen. 2Benn (Smilia in befonbere 
Sertoatyrung gebraut toerben mufj, fo toetfc tc§ f$on — bie 
alleranftänbtgfte. 35a3 §au3 meines Kanzlers. — Steinen 
2Btberfyru$, 3föarinefft ! — 2)a miß td& fte felbft Einbringen. 
2)a töiü td& fte ber Slufftcfyt einer ber toürbigften Samen 5 
übergeben. 2)ie foll mir für fte bürgen, tyaften. — Sie gefyen 
ju toett, SUtarinelli, toirflicfy ju toett, toenn ©ie mefyr Der* 
langen. — Sie lennen bocfy, ©alotti, meinen Jtanjler ©rt* 
malbi unb feine ©emafylin? 

Dboarbo. 2Ba3 foHt' t$ ni$t? Sogar bie liebenStoür* 10 
bigen Softer biefeS ebeln 5ßaare3 fenn' id&. SBer fennt fte 
ntdEjt ? — (8« awarineat.) SRein, mein Jperr, geben Sie baS nicfyt 
ju. SBenn ßmilia fcertoafyrt Serben mufc, fo muffe fte in bem 
tiefften Jterfer öertoafyret toerben. bringen ©ie barauf, t$ bitte 
©ie. — %<fy tyox, mit meiner Sitte ! %<fy alter ©ecf ! — 3a 15 
too^l tyat fte red^t, bie gute ©tbtylle : 2öer über getoiffe ®inge 
feinen SSerftanb ntd&t verlieret, ber fyat feinen ju verlieren! 

$>er Britta. $d& toerftefye ©ie nictyt. — Sieber ©alotti, 
toa3 lann icfy metyr tfyun ? — Saff en ©ie e3 babci, \6) bitte ©ie. 

— 3 a / i a / in bdä $au$ meinet ÄanjlerS ! 2)a fott fte tyin, ba 20 
bring* iä) fte felbft fyin ; unb toznn tfyr ba ni$t mit ber äufcerften 
Sichtung begegnet toirb, fo fyat mein SBort nichts gegolten. 
Slber forgen ©ie nid^t. — 3)abei bleibt e3 ! 35abet bleibt e3 ! 

— ©ie felbft, ©alotti, mit ftcfy, fönnen e3 galten, hrie ©ie 
toollen. ©ie fönnen uns nac§ ©uaftalla folgen ; ©ie lönnen 25 
na$ ©abionetta jurücffetyren, toie ©ie tooHen. 63 toäre lädier* 
lt$, S^nen fcorjufd&retben. — Unb nun, auf Sßteberf efyen, lieber 
©alotti ! — kommen ©ie, 3Karinetti, e3 hrirb tyät. 

DboorbO (ber in tiefen GJebanlen geftanben). SßJie ? fo foll tcfy fte 

gar nid^t fpred&en, meine Softer ? 2luc§ tyier nicfyt ? — 3$ 30 
Iaffe mir ja alles gefallen ; t$ finbe ja alles ganj öortreffltcfy. 
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3)a3 §au3 eine« ÄanjlerS ift natürlicfyertoeife eine greiftatt ber 
£ugenb. D, gnäbiger iperr, bringen ©te ja meine Softer 
bafyin, nirgenbS anberS aU bafyin. — 2lber fyrec^en toofft' td& 
fte boc§ gerne fcorfyer. 3)er £ob be$ ©rafen ift tfyr nod& un* 
5 befannt. ©ie toirb nicfyt begreifen fömten, toarum man fte 
fcon ifyren ©Item trennet. 3$r jenen auf gute Slrt beiju* 
bringen, fte biefer Trennung toegen ju beruhigen: — mufc 
\d) fie fyrec^en, gnäbiger iperr, mufe id& fte fyred&en. 

$>er ^rin*. ©o fommen ©ie benn — 
io Cboarbo. D, bie Softer fann aud& toofyl ju bem SBater 
fommen. — §ier, unter fcier Slugen, bin tc§ gleich mit ifyr 
fertig, ©enben ©ie mir jte nur, gnäbiger iperr. 

$>er $rut$. 2fo$ ba3 ! — D ©alotti, toenn ©ie mein 
gfreunb, mein güfyrer, mein SSater fein tootften ! (»er $rinj unb 

15 äRarinelli ge^cn ab.) 
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Dboarbo ©alotti (i&m nad&fe$enb, na$ einet $aufe). SfiJarum nid&t? 

— §erjlic§ gern. — §a ! fya ! fya ! — owwt »ab um$er.) 2ßer 
lac&t ba? — Sei ©ott, id& glaub», t# toar e$ felbft. — 
©d&on re$t ! Suftig, luftig ! 2)a3 ©jriel ge^t $u @nbe. ©0 

20 ober fo ! — 2lber — CPaufe) toenn jte mit tfym ftc§ fcerftünbe? 
SBenn e3 ba« afftäglid&e sßoffenfjriel toäre ? SBJenn fte e3 rnd&t 
toert toäre, toaS icfy für fte tfyun toitt ? — OPaufe) gür fte ttyun 
toiö ? 2Ba$ toitt idj benn für fte tfyun * — %aV id& ba« §erj, e« 
mir ju f agen ? — 2)a benf ' i$ fo toa3 ! ©0 toa3, toaS ftc§ nur 

25 beulen Iäfet ! — ©räfelid^ ! gort, fort ! 3$ totH fte nic^t ertoar* 
ten. Stein ! — (®e fl en ben ^immei.) 2Ber jte unf cfyulbtg in bief en 
2lbgrunb geftürjt fyat, ber jiefye fie toieber fyerauä. 2Ba3 brauet 

er meine §anb bajU ? gort ! (<Sr roia ge&en unb fte&t «muten fommen.) 

3u fpät! 2Ify! er toitt meine ipanb, er toitt fte! 
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Siebenter 2tuftritt. 

6m Uta. Oboarbo. 

(Smttta. 2Bie? ©ie fyier, mein 33ater? — Unb nur ©ie? 

— Unb meine SKutter? nicfyt fyier? — Unb ber ©raf? nic^t 
fyier? — Unb ©ie fo unruhig, mein 33ater? 

Oboarbo. Unb bu fo rufyig, meine £o$ter? 

(SmUta. SOBarum nt$t, mein 33ater ? — (Snttoeber tft nichts 5 
Doloren, ober atteä. Slubig fein iönnen unb rufyig fein muffen, 
fömmt e$ nid^t auf eines? 

Oboarbo. 216er, toaä meineft bu, bafe ber gatt ift? 

(SmUta. Saft alles Verloren ift; — unb bajj toir toofyl 
rufyig fein muffen, mein 33ater. 10 

Oboarbo. Unb bu toäreft rufyig, toeil bu rufyig fein mufjt ? 

— 2Ber bift bu? ßin 9Jläb$en? unb meine Stocher? ©0 
foffte ber SWann unb ber SSater fiefy toofyl fcor bir flauten? 

— Slber Iafe bo$ fyören : toaS nenneft bu alles verloren ? — 

— bafc ber ©raf tot ift? 15 
SmtUa. Unb toarum er tot ift! SOBarum! §a, fo ift e3 

ioafyr, mein SSater? ©0 ift fte toafyr, bie ganje fd^redEIicfye 
©efcfyicfyte, bie id& in bem naffen unb toilben Stuge meiner 
3Rutter la§? — 2ßo ift meine SKutter? 2Bo ift fie fytn, mein 
SSater? 20 

■ Oboarbo. 33orau3 ; — toenn toir anberS il)r nacfyfommen, 

(gmiita. 3e efyer, je beffer. fttttn h)enn ber ©raf tot ift, 
toenn er barum tot ift — barum ! toaS oertoeilen toir no$ 
fyter? Saffen ©ie uns fliegen, mein SSater! 

Oboarbo. g-Kefyen ? — 2BaS fyätV e$ bann für SRot?— 2 5 
3)u bift, bu bleibft in ben §änben beineS SftäuberS. 

(gmUta. 8$ bleibe in feinen ipänben? 
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Oboarbo. Unb allein, ofyne beine 9Kutter, ofyne mtcty. 

(Smttut. 3$ allein in feinen ipänben? — SRimmermefyr, 
mein SBater. — Ober ©ie ftnb ni$t mein SBater. — 3$ allein 
in feinen ipänben? — @ut, Iaffen ©ie mi$ nur, Iaffen ©ie 
5 mtd& nur. — 3$ toitt bocfy fefyn, toer mic§ fyält, — toer 
mi$ jtoingt, — toer ber 3Renf$ tft, ber einen SKenfc^en 
jtoingen iann. 

Oboarbo, 3$ meine, bu bift rufyig, mein Äinb. 

<£ratlia. 2)a3 bin t$. 2lber toaS nennen ©ie rufyig fein ? 
io 2)ie ipänbe in ben ©$ofe legen ? Seiben, toaä man ni$t foHte ? 
2)utben, toa$ man nid&t bürfte? 

Dboarbo. §a ! Wtnn bu fo benfeft ! — Safe bic§ umarmen, 
meine Softer! — 3$ §*& e * immer gejagt: baS Sßeib 
toottte bie SRatur ju ifyrem SKeifterftüde machen. Slber fie 
15 vergriff fi$ im Styone, fie nafym tyn ju fein, ©onft ift alle« 
beffer an eu$ als an uns. — §a, toenn baä beine SRu^e 
ift, fo fyabt \d) meine in ttyr toiebergefunben ! Safe bicfy um* 
armen, meine Softer ! — 2)enle nur : unter bem SSortoanbe 
einer gerichtlichen Unterfuctyung, — o be3 fyöffifäen ©aufel* 
ao f jrieleS ! — reifet er bi$ au« unfern armen unb bringt bt# 
jur ©rimalbi. 

(gmtüa. Steifet mid&? bringt tmc$? — Sßiff mi$ reifeen, 
tottt mi$ bringen: toitt! toiff! — 2H3 ob toir, toir feinen 
Söitten Ratten, mein SSater! 
25 Oboarbo. 3$ toai * au $ f° toütenb, bafe ity fd&on nacfy 
biefem 35olcfye griff (t*n $erau§aie$enb), um einem Don beiben — 
beiben ! — ba3 §erj ju burcfyftofeen. 

(Smilia. Um be$ §immel3 toitten nicfyt, mein SSater! — 
2)iefe$ Seben ift äße«, toaS bie Safterfyaften tyaben. — SWir, 
30 mein SSater, mir geben ©ie biefen 2)oId&. 

Oboarbo. Stnb, e3 ift leine §aarnabel. 
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i 

©mtlia. So toerbe bie ipaarnabel jum 3)ol$e ! — ©leides 
incl. 

Dboarbo, 2Ba3? 2)afyin toäre e$ gefommen? SRicfyt bod&, 
nid^t bo$! 33efmne bic$. — 3lu$ bu tyaft nur ein Seben ju 
Verlieren. 5 

Gmtlia, Unb nur eine Unfd&ulb! 

Oboarbo, 35ie über alle ©etoalt ergaben ift. — 

(Smttta. 2lber nid^t über alle 33erfüfyrung. — ©etoalt! 
©etoalt! 2Ber lann ber ©etoalt ni$t trogen? 2Ba3 @e* 
toalt Reifet, ift nichts : 33erfüfyrung ift bie toafyre ©etoalt. — 10 
%ä) fyabe 33lut, mein SSater, fo jugenbltd^eS, fo toarmeS 33lut 
als eine. 2lu$ meine ©inne finb ©inne. 3$ f te ^ e f ür nid&ts. 
3$ bin für nichts gut. %d) fenne ba3 §au$ ber ©rimalbt. ®3 
ift ba3 §au3 ber §reube. Sine ©tunbe ba, unter ben äfagen 
meiner SJtutter ; — unb e$ erfyob ftcfy f mancher Tumult in 15 
meiner ©eele, ben bie ftrengften Übungen ber Religion laum in 
SBod^en befänftigen fonnten. — 3)er Religion ! Unb toeld&er 
Religion ? — 9ti$t3 Schlimmeres ju öermeiben, fyrangen £aus 
fenbe in bie fluten unb finb ^eilige ! — ©eben ©ie mir, mein 
SBater, geben ©ie mir biefen 2)olc$. 20 

Oboarbo. Unb totnn bu tfyn fennteft, biefen 2)oId&! — 

<£raUw. SBenn t$ ifyn au$ nid^t fenne ! — ©in unbe* 
fannter greunb ift au$ ein greunb. — ®tbm ©ie mir ibn, 
mein SSater; geben ©ie mir ifyn. 

Dboarbo. 3&mn icfy bir ifyn nun gebe — ba ! (©lebt ür i^n.) 25 

<£mUtt. Unb ba ! (3m Begriffe ft# bamit ju burc&ftofcen, reifet ber 
Sater tyr i$n wieber au8 ber £anb.) 

Dboarbo. ©tefy, toie raf$! — Stein, ba« ift nid&t für 
beine ipanb. 
<£müta, @§ ift toafyr, mit einer £aarnabel fott td& — 30 

(Sie fä^rt mit ber $anb nad) bem $aare, eine ju fud)en, unb befommt bie SRofe 
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aufäffen.) ®u nocfy fyier? — herunter mit bir! bu gefyöreft 
nicfyt in ba3 §aar einer, — hrie mein SBater hritt, bafj \<fy 
toerben foff! 
Dboarbo. D, meine Softer ! — 
5 (gmttta. D, mein 33ater, toenn ic$ ©ie erriete ! — 3)od& 
nein; ba3 tootfen ©ie auc§ ntd&t. SBarum jauberten ©ie 

fonft ? — (3n einem bittern Sone, wä^renb flc bie Stofe serpffttdt.) (gfyes 

bem toofyl gab e$ einen SSater, ber feine £ocfyter bon ber 
©d&anbe ju retten, tfyr ben erften ben beften ©tafyl in baä §erj 
10 fenfte — \f)x jum jtoeiten ba3 Seben gab. Slber äße fold&e 
Späten fmb bon efyebem ! ©olcfyer SSäter giebt e3 feinen 
mefyr ! 
Dboarbo. 3)ocfy, meine £od&ter, bo$ ! (Snbem er fie bur$* 

fli*t.) ©Ott, foaS fyab 1 i$ get^an! (Sie »iU finlen, unb er fafct fie 
15 in feine SÄrme.) 

(Smüta. gine SRofe gebrochen, efye ber ©türm fie ent» 
blättert. — Saffen ©ie mi$ fte lüffen, biefe bäterli^e §anb. 



Jlcfyter auftritt. 

$)er ^ring. ÜTlarinelti. 5Die SBoriflen. 

Der $rina (im $ereintreten). 2öa3 ift baä? — 3ft ©muten 
nid^t toofyl? 
20 Dboarbo. ©efyr toofyl, fefyr toofyl ! 

Der Britta (inbem er nä^er lömmt). 2Ba3 fefy' t$ — ©ntfefcen ! 

maxxmUl SOSe^ mir! 

Der Britta, ©rauf amer SSater, toaä tyaben ©ie getfyan ! 

Dboarbo, ßine SHofe gebrochen, efye ber ©türm fie ent* 
25 blättert. — 2Bar e3 nid^t fo, meine Softer? 
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«mitta. 9l\fy ©ie, mein SSater — 3$ felBft — tc§ 
felbft — 

Dboarbo. 9ti$t bu, meine Softer; — nid^t bu! — 
©efye mit feiner Untoafyrtyeit aus ber SBelt. 9tfd&t bu, meine 
£o<$ter ! 2)ein SSater, bein unglücf lid&er SSater ! 5 

emtlia. Slfy — mein SSater — (©ie fttrbt, unb er legt fie fanft 
auf ben Stoben.) 

Dboarbo. 3iefy fyin! — SRun ba, Sßrinj! ©efäHt fte 
3$nen no$? Steijt fie no$ %1)xt Süfte? 9lo$, in biefem 
331ute, ba« toiber ©te um 9ta$e fcfyreiet ? m$ einer $aute.) io 
2lber ©ie ertoarten, too ba« alle« fyinau« foff ? ©ie ertoarten 
öietleid&t, bafi t$ ben ©tafyl ttriber mi$ felbft fefyren toerbe, 
um meine £fyat toie eine fcfyale £ragöbie ju befcfyttefjen? — 

<Sie irren ftcfy. §ier ! (3nbem er um ben 2)oI<$ »or bie Süfce wirft.) §ier 

liegt er, ber blutige $euge meine« 33erbrec§en$ ! 3$ gefye 15 
unb liefere miefy felbft in ba« ©efängniS. 3$ 8 e ^ e un & 
ertoarte ©ie aU Stifter. — Unb bann bort — ertoarte tc$ 
©ie öor bem 9ti$ter unfer aller! 

$et $Htt$ (nad) einigem ©tiUfd)weia,en, unter welkem er ben itörper mit 
Cntfe^en unb «ersweiflung betrautet, $u SRarinelK). §ier ! fyeb' tfyn auf. 20 

— 9Zun ? bu bebenfft bid& ? — ßlenber ! — (3n*em er i$m ben 
$oid) aus ber $anb reifet.) SRein, bein S3Iut fott mit biefem S3Iute 
ftcfy nid^t mifd&en. — ©efy, bi$ auf ehrig ju Verbergen ! — 
©efy ! fag' \6). — ©ott ! ©ott ! — $ft es, jum Unglüdfe fo 
mancher, nicfyt genug, bajj dürften SKenfd^en ftnb : muffen 25 
ft$ aud& no$ Teufel in tfyren greunb öerftetten? 



NOTES. 



The scene of the first and second acts of the drama is laid in Guas- 
talla, a small town in the northern part of Italy, on the river Po, near 
Modena. In the Middle Ages the town changed possessors several 
times, until in 1539 it came into the hands of the Gonzaga family. It 
was raised to an independent duchy in 1621. During the 17A Cen- 
tury the dukes of Guastalla laid claims to the small neighboring prin- 
cipality of Sabionetta, and annexed it in 1708. A prince Hettore 
Gonzaga never existed, but Lessing knew from history that several 
princes of that family were notorious during the i6th and I7th Cen- 
times for their licentiousness and tyranny, although they were at the 
same time promoters of the arts and the sciences. With these general 
traits of the Gonzaga family, Lessing endowed prince Hettore Gonzaga. 

The last three acts take place in an antechamber of the prince's villa 
in Dosalo, a small place near Guastalla. 

The unity of time is strictly observed. The drama opens in the 
morning and ends in the evening. 

ACT I. SCENE 1. 
Page 3.— line 1. toofler gfrteff djaften ; Dotter is really the strong 

form of the nom. sing, masc, and is now used as an indeclinable adjec- 
tive with all genders and both numbers. So we may say to-day : ein 
SBanm Dotier Stuten; eine Wange Dotier Stuten; ein Säumdjen öoüer 
©tüten; Säume Dotier Slüten. 

1. 9. liefet, an archaic form with the vowel of the ending unsynco- 
pated. This form often occurs in Lessing. — gef obert, often employed 
by Lessing for the now more usual form geforbert 

1. 10. <£>0d) fte tyetgt (gtttUta. ©ernährt! This delicate turn was 
probably suggested to Lessing by a passage in the second act of the 
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drama "Earl of Essex," of Antonio Coello, a Spanish poet of the I7th 
Century. In discussing this passage in the $ctmblirgifd)e ®rama* 
tlirgie (No. 65), Lessing says : " Now she (Elizabeth) is alone, and sits 
down to peruse the papers. She wishes to free herseif from her love- 
sorrows and to turn to worthier cares. But the first paper she takes into 
her hands is a petition from a certain count Felix. A certain count. 
< Must it just happen that that which first falls into my hands comes 
from a count?' she says. This touch is excellent. Suddenly she is 
heart and soul with that very count of whom she has just been un- 
willing to think." 

So here the mere name of Emilia dispels all other thoughts from the 
mind of the prince, and makes serious work impossible for him. 

1. 14. 3dj ftobc 51t frity %üq QtmaQt, Igot up too earfy. 

1. 15. 2Jiardjefe (pron. äRarfe'je), Italian title of nobility, marquis. 

Page 4. — 1. 4. Sättfer, footman, messenger. They were peculiar 
servants of the princes and nobility of that time. Dressed in special 
liveries, they ran before or by the side of the carriage of the master, 
and were also employed as messengers. 

1. 12. ©0 gttt al£ gelefcn ! Orsina asked the prince in this letter 
for an interview with him in the villa of Dosalo. The prince in his 
indifference to her, and with his thoughts fixed on Emilia Galotti, ne- 
glects to read the letter. This fact is important in the development of 
the catastrophe of the drama. (See Introduction, page xxxviii.) 

SCENE 2. 

This and the fourth scene disclose to us Lessing's remarkable insight 
into some of the most difficult questions of art. It is to be remem- 
bered that Lessing was one of the greatest think ers on art in the i8th 
Century. His £aofoon (An Essay upon the Limits of Painting and 
Poetry) appeared in 1766, and forms a very important landmark in the 
history of aesthetics. Some of the thoughts expressed in the following 
scenes are more fully developed in the EaofooiU 

Page 5. — 1. 3« Ittdjt triefoS, fottbent btel* The distinction be- 
tween Diel and öiefeS is very well brought out here. $ie(, when not 
declined, means much öf one thing or of one mass conceived as a 
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unity, but when strongly inflected, it signifies a great number of things, 
each conceived separately. So we say : gerne ntd)t auf einmal Diele« 
(üteferfet ober üerfdjtebene einzelne 2)inge), fonbern ötef (öon einer 
©arf)e). Accordingly our phrase means : not many (different things"), 
but muck (of one thing). This proverbial saying was probably sug- 
gested by Pliny (Ep.vii,9) : " Aiunt multum legendum esse,non multa." 
1. 13. Citt Wenig HOn lange %tX f ofrather ancient date. 

SCENE 3. 
1. 20. mag ! be it so ! 

1. 24. 2öär T CS aud) ! even if it were so ! e.g. even if it were true 
that she had bribed him. 

1. 25. 2Bemt tyr ein anbere£ 93üb, etc., if anotker puture (that of 

EmWia.) , painted with different colors (those of true passion) and on a 
different canvas (upon the depth of his heart), is willing to give place 
to her (to Orsina) again. — gemalet. See note, page 3, line 9. 

Page 6. — 1. x. null ; we should expect here toottte, but the prince 
uses nritl, because he coneeives the case as actually taking place. 
1. 4. betyägftdjer, now usually behaglicher. 

SCENfe 4. 

1. 6. Dernwnbt = umgeroanbt or umgebreljt. 

1. 8. 3ln3Ügltd)fteu for the modern Slnaieljenbftat. 

1. 11. $>a£ gilt 3ft*** Äunft; baS refers to the preceding words. 
My remark has reference to your art. 

1. 15. $>te Jhtltft mitj? malen, etc. Lessing here coneeives creative 
nature to be a self-conscious artist. As such, she strives to produce 
creations of perf ect beauty, but owing to the resistance of the materials 
she uses, and the limitations to which time subjeets her, her actual cre- 
ations fall short of the ideal. All these limitations which prevent 
nature from reaching her ideal, the artist must remove from his work. 
He must try to represent a person or thing as nature conceived them, 
and not as she made them. Hence, in the portrait of Orsina, idealiza- 
tion was necessary. 

1. 17. 3U)fatf, defect, imperfection. 
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1. 18. bft£ fStxhttb, now masc. Here it is used almost in the sense 
of @d)äbtgung, injury. 

In the second chapter of 2aofoon, Lessing develops this idea still 
further. He says : " Although the portrait admits of an ideal, yet the 
likeness should predominate in it. It is the ideal of a particular per- 
son, and not the ideal of man in general." 

1. 20. ttod) CUt$, obsolete for tiodj einmal. The thinking artist is 
worth as much again (as the ordinary one). 

1. 21. betttltttgeadjtet, e.g. notwithstanding the fact that you ideal- 
ized her. 

1. 23. fobcrt. See note, page 3, line 9. 

Page 7. — 1. 12. ber ftd) ein wenig foöttifä ticrjicljct (lit. 'which 

is somewhat distorted with disdain ')tlips that cur l with just a Suggestion 
ofdisdain. 

1. 15. bell ttottüfttgeit <&p0tttt, the mouth is meant. The eyes 
must have control over the voluptuous, scomng ups to make the latter 
charming. 

1. 20. äRebltfcttßttgeit* Medusa was a winged monster with snaky 
hair, slain by Perseus. Her eyes were said to have had a petrifying 
effect upon anyone who beheld her. So the eyes of Orsina have a 
freezing effect upon the prince. 

1. 23. Wtdjt fo rebltd) tufirc rebttdjer, an expression very charac- 
teristic of Lessing's epigrammatic style. Lessing delights in empha- 
sizing an idea by a striking antithesis or by a play upon words. Here 
the first reblid) refers to Conti's efforts to idealize, which he regards to 
be his duty as an artist; the second rebüd) refers to the actual likeness 
of the portrait to Orsina. The sense therefore is : If you had not been 
so true to your conception of art and idealized Orsina, your portrait 
would have been a better likeness of the countess. 

1. 29. ebettfo marm ♦ ♦ . aU tomrm ; the repetition of toarm ishere 
for emphasis. Just so in Nathan, II, 7 : 2)cr (Sinbmcf fam fo fc^neff 
al« fdjnett er roieberum üerfc^rounben. 

Page 8. — 1. 6. balb = beinahe. 

1. 8. t'ömmtf dialectic form of lommt, very often used by Lessing 
and other classic poets of the last Century; btitoVMtttU, to come up to, 
to approach. 
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1. io. SBorttMtf, used here as in the Saofooit, in the sense of ©e* 
genfianb be« ©übe«, sübject. 

1. 21. SBeggfyta, evening gathering, soiree. The prince met her at 
the house of chancellor Grimaldi. (See Act II, Scene 4.) 

1. 24. (Sabuwetta. See introductory remark to Act I, Scene 1. 

1. 25. $egCtt has nothing to do with the modern German word 
©egen, sword, which is connected with the French word * dague.' 
Lessing uses here the word in its Middle High German sense of §etb, 
brave warrior or soldier. 

Page 9.— 1. 8. toerloren geljeit muffen; I)at is omitted before 
öerforen and also Ijabe before öerforen gelten (äffen at the end of the 
sentence. This Omission oecurs quite often in Lessing with modal 
auxiliaries in dependent clauses. 

1. 13. diüp^atl, the Italian painter Raffaele Sanzio (1483-1520), 
famous for his Sistine Madonna, now in Dresden. 

Page 10. — 1. 9. ©^Uberet, now obsolete for ©emätbe or 83Ub. — 

tyolior for tuofür. $$QX and für were originally different forms of one 
and the same word, whose first meaning was a spatial one. Even in 
the last Century these two words were used indiscriminately, one for the 
other, as Lessing does here. In modern German, however, the distinc- 
tion has become clearly marked. $or has retained its old spatial sense, 
whereas für is used figuratively and has the sense of our Engl. prep. * for.' 
1. 23. 9Wtt einem ©tubto, for the modern form mit einer ©tubie. 

Page 11. — 1. 2. fo ttOrf) ettlM£ anber^ f perhaps someihing ehe. 
Conti suspects that the prince loves Emilia, and therefore is so lavish 
with his remuneration for the portrait. 

SCENE 5. 

1. 14. Sfadj bin id) mit btr $U netoifd). He means that he wishes 
to have the picture all to himself, that he begrudges others even a look 
atit. 

SCENE 6. 

Page 12. — 1. 9. einlömmt = einfällt. See note, page 8, line 8. 
1. ii. 9Hd)t£ berfo^nioren ! The past participle is used here with 
the force of an imperative; lit. ' don't take an oath,' don't be rash l 
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1. 12. fötalst' e£ bod) fommcn ? Marinelli suspects that the 
prince entertains some new passion. 

1. 15. äRaffa, a town in the province of Carrara-Massa in the 
north-central part of Italy. It was ruled tili 1731 by the princes of 
the house Cibo-Malespina. — tnitt bttrd)aU#, makes it imperative. 

1. 18. ftd) ftubett, resign hersei/. 

Page 13. — 1. 1. mit bct 9lätXXU. As soon as Marinelli sees 
that the prince's passion for Orsina is gone, he abandons her cause and 
cringingly uses language derogatory to her. So he calls her now Närrin. 

1. xx. bett SWeft gebett r tofinish or to seitU. The books will put an 
end to her reason. 

1. 14. tnaS . . . entfernt t)at f viz. her strained mind; mit, along 
with other things. IVkat, along with other tAings, alienated tue from 
her, you surely will not use, etc. 

1. 25. Diel 3htffyebett£, nor was there any occasion for muck talk 
about it. 

1. 29. Statte, lit. 'mask,' here used contemptuously of a pretty face. 
Schiller uses the word sometimes in a similar sense. (See 2Jfaria 
(Stuart, II, 9, and SBattenftemS Soger, Scene 5.) 

Page 14. — 1. 5. tdj ttetfi ntotyf, baß Sie tyu mäjt leiben tfnnen. 

This remark indicates that there is a long-standing hostility between 
Marinelli and Appiani. 

1. 7- ein fd)* nmrbtger, junger äRann, etc. Notice the prince's 

generous characterization of Appiani. The desire which the prince 
here expresses of attaching Appiani to his court, furnishes Marinelli 
with another motive for working against the count. Marinelli's 
highest ambition is to be the powerful court favorite in Guastalla. 
How can he then run the risk of being superseded by his enemy 
Appiani? (See Introduction, page xxxviii.) 

1. 9. toöfler (Styre. See note, page 3, line 1. 

1. 14. $tenumt, Piedmont, a province in the north-western part of 
Italy belonging to the dukes of Savoy, who became kings of Sardinia 
in 1720. 

1. 16. äRigbfinbntö, a literal translation of the French word 
* mesalliance.' We should now say üDtigljeirat. 

l. 19- WM enern beften Käufern! the deuce take your best 

f amilies ! 
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Page 15. — 1. 7. $dj tyabe 31t fragen ♦ . „ nic^t Gfr. <Sr is used 
here to designate to Marinelli his inferior position. In the iyth 
Century, (§r and ©ie (fem. sing.) with the 3rd person Singular of the 
verb were used to express the height of politeness. In the beginning 
of the i8th Century, ©ie with the 3rd person plural became the 
accepted polite form, while (5r and ©ie were used to persons of in- 
ferior rank. 

1. 21. genfer! The prince's language is generaUy very refined, 
but here the calmness with which Marinelli repeats four times the 
words eben bit, rouses the prince to the highest excitement, and makes 
him burst forth into a rather vulgär oath. 

1. 31. Verräter! The prince suspects that Marinelli knew of his 
love f or Emilia, but had purposely concealed f rom him her approaching 
marriage to Appiani, f or the sake of Orsina. Hence he calls Marinelli 
a traitor to him. 

Page 16. — 1. 3. betten, i.e. nad) beren Sunfd). ' 
1. 4. ©ie ♦ ♦ ♦ ber ©ie, etc. The personal pronouns of the first 
and second persons and also those of the third person, if they are used 
in address, are generally repeated after the relative ber f bie, ba8. The 
relative toeldjer, tt)eld)f, tueldjeS is never used after such personal 
pronouns. 

1. 16. in bie ©eele ber Drftnn fdjttoren = in tyrem tarnen, für 
pc. (Sanders' Söörterbud), II, 2, p. 1054 i.) 
1. 17. gäljrte = ©pur. 

Page 17. — 1. 17. bannt, i.e. mit ber SBare, a very contemptuous 
reference to Emilia. 

1. 18. auf tttOÜÖ anbere^ benlen f then we should have to devise 
someihing eise. 5(n ettUaS bentcn means simply 'to direct one's 
thoughts to something,' whereas auf ettt)a$ benfen implies that the 
person wishes to attain some end through his thoughts, hence 'to 
think up,' ' to devise.' 

1. 27. Notice the antithesis between fdjOtt and erft in Marinelli's 
answer. 

1. 29. rate«, ' advise ' or ' aid with advice,' here used in the latter 
sense and almost equivalent to abhelfen. Only things that have hap- 
pened cännot be changed. 
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Page 18. — 1. 5. $ofafo is unknown. Lessing probably meant 
it for ÜDofoto, a small place on the Po, near Guastalla and on the road 
to Sabionetta. 

1. 10. btefer ©ef attbte ; biefen ©efcmbten would be more usual to-day. 

1. xx. SBebhtge, obsolete for SBebtngung. 

Marinelli has conceived two plans for bringing Emilia into the 
power of the prince. One plan, which is comparatively harmless, he 
mentions to the prince; the other, which is a diabolical scheme to kill 
Appiani, he suppresses, checking himself when he is about to disclose 
it. The prince consents only to the plan mentioned, and would 
probably have rejected the second plan, had Marinelli proposed it to 
him. (See Act IV, Scene 1.) He grants, however, in the heat of 
passion, füll freedom of action to Marinelli, and thus enables the latter 
to carry out afterwards his second plot. 

The skillful arrangement of the fourth and sixth scenes, which are so 
important to the exposition of the drama, deserves attention. In both 
scenes the dialogue easily and naturally drifts toward Orsina and 
Emilia, and discloses to us the prince's relation to both of them. The 
contrast between the two portraits and Conti's genuine adrairation of 
Emilia's grace and beauty, heighten the prince's passion for her, 
while Marinelli's sudden news of the impending marriage of Emilia 
impels him to immediate and reckless action. The fourth scene pre- 
pares the way for the sixth, and both scenes not only give us a very 
good general idea of the characters of Emilia, Orsina, Appiani and 
Odoardo, but also throw considerable light upon their past history. 

SCENE 7. 

The prince, on the verge of despair, incapable of any clear plan and 
yet unwilling to leave everything to Marinelli, suddenly resolves to go 
to the Dominican church, in the hope of meeting Emilia there and of 
confessing to her his love. This sudden resolution of his, so character- 
istic of his impulsive, passionate nature, is one of the most important 
elements leading to the catastrophe of the drama. (See Introduction, 
page xxxviii.) 

Page 19. —1. 11. badmal for bteSmaf. 

1. 15- SBorforedjertit for gürforedjertn. Emilia Galotti is of course 
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referred to. It was for the sake of Emilia Galotti that he was at first 
ready to grant the petition of Emilia Bruneschi. (See Scene 1.) Now, 
however, when he despairs of possessing Emilia, he is not quite so 
ready to do so. 

SCENE 8. 

This scene serves as a further characterization of the prince. His 
present impatience with matters of State is so great that hß is ready to 
sign a death-warrant without even reading it. 

1. 18. ma£ barauf 31t tterfftgen, what to do about it. 

Page 20.— 1. 11. @£ tarnt ftnftattb, etc., u can be put off tili to- 

tnorrow. 

1. 13. 3Re!|reS for SDfcljrere«. 

ACT II. SCENE 2. 

Page 21. — 1. 10. tOtnn attber£, conj. provided that. 

Page 22. — 1. 5. 3tym Seele! genit, depending upon ^ßttfce. 
This is again characteristic of Lessing' s style. He is so fond of strong 
antithesis that he sometimes doesn't even shrink from such an un- 
natural expression as *ßu£ ber ©ecle. 

1. 11. (guter ift genttg f etc. This sentence is not to be interpreted 
as showing that Odoardo distrusts his daughter. It is rather intended 
to emphasize his very anxious care for Emilia, arising from his sus- 
picious nature and his stern notions of honor. Besides, inasmuch as 
we know of the prince's intention of speaking with Emilia this morn- 
ing in church, these ominous words of Odoardo direct our attention 
to this event, and fill us with a vague fear for the fate of Emilia. 

1. 13. toatltt for tnenit. In the last Century the present distinction 
between ttanit and trenn was not yet definitely established. 

1. 15. foHte gegangen fem, now tjätte geljen fotten. 

SCENE 3. 
1. 19. $te refers to SBefttdje in line 18. 

Page 23.— 1. 2. 2htf ein SÜBort ! a word with you ! 
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1. 4. tJOgdfrct erff&tet ; we should now insert für beföre öogelfrei. 
You have beert dedared an outlaw. 

1. 22. ^ßiftolen, gold coins worth about $3.60 a piece, and first 
coined in Spain. 

1. 25. SRctttCtttlCöCtt ! etc., ifit is all the same to you at what price 
you sellyour head, I am satisfied. The sense is : You have forfeited 
your Ufe anyway by the crime you have committed. Now if you don't 
care whether you receive any reward for it or not, I am content. 

Page 24.— 1. 12. mo = roetm. 

1. 16. bctruitt, ' for that,' referring to the thought implied in the 
preceding two sentences. The sense of the passage is: If for that 
(for attacking a man of Odoardo's strength) there were only much to 
be gained from him, I should be willing to risk it. 

1. 24. öoranf = öoran. 

Page 25.— 1.7. fe^re btdj att tudjtS! don't concern your seif 
about anything! 

1. 10. ttJO. See note, page 24, line 12. 

SCENE 4. 

1. 17. @ic bleibt mir gtt Iaitg r MtS, Emilia's unusually long stay 
at mass this morning directs our attention more forcibly than ever to 
the probable meeting of Emilia and the prince in the Dominican 
church. Odoardo's anxiety prepares us therefore very well for the 
highly important sixth scene of this act. 

1. 24. ftd) fefbft $tt leben, a very expressive phrase used several 
times by Lessing. (See üftatfjan, II, 9 : „2öer ftdj ßnatl unb gatt it)m 
(jid)) jetbfl p leben nidjt entfließen fann.") It means to live freely, 
to be independent of the pressure of external conditions, to develop 
fully one's own individuality. Lessing ascribes here one of his own 
strong characteristics to Appiani. 

Page 26.— 1. 1. gebenfc = benfe. 

1. 22. 2a%t nn$ nidjt meife fein tnollen, let us notpretendto be wüe. 

Page 27. — 1. 5. Derberbt; when used transitively, it has often, 
instead of öerbirbt, the weak form, as here; through our daughter he 
destroys all his hopes with the prince. 
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1. 8. betttt ljab ? i^ btr fdjotl gefügt, etc. Claudia mentions this 
incident, to suggest to Odoardo that the prince probably does not dis- 
Hke him as much now as he did formerly. This whole account of 
Claudia shows that her motherly vanity to live with her daughter in 
Guastalla, and Odoardo's stubborn resolution to avoid the court, are 
the fundamental presuppositions of our drama. For it was due to 
Claudia's vanity that her daughter was introduced to the court at the 
house of Grimaldi. There Emilia met the prince, and this meeting is 
the beginning of the tragic action developed in the drama. But if 
Odoardo had lived with his family in Guastalla, he would never have 
allowed his daughter to be introduced to the court. 

1. 30. $it Ijötteft mir ♦ ♦ ♦ foHen gemelbet Ijabett for 2)u Ijätteft 
mir ntelben füllen. 

SCENE 6. 

Emilia's account of the episode in church is the most important de- 
ment of the drama for the interpretation of her character. 

Page 29. — 1. 18. mit etn3 f now rarely used for fogteidj. 
1. 31. e£ is used here with great force. It denotes something 
vague, mysterious or even spectral. 

Page 30. — 1. 6. ttMlUt. See note, page 22, line 13. 

1. 8. ba£ Reuige %Lmt f viz. mass. 

1. 10. bütfett* See note, page 9, line 8. 

1. 14. JJIjtt feflift. The fact that Emilia speaks of the prince as iljn 
fetbft is not to be overlooked. Michael Bernays and Erich Schmidt 
justly regard this tfjn fetbft as a conclusive proof that the prince, not- 
withstanding Emilia's strong moral will, has made some impression 
upon her mind and heart. Ever since her first meeting with the fasci- 
nating prince at the house of Grimaldi, she has thought so much about 
him that, when in our impassioned scene the mother asks her who it 
was that spoke to her in church, she unconsciously speaks of him as 
if)n f etbft, as if her mother and everybody eise knew this tt)ii fetbft as a 
matter of course. This interpretation is conclusively borne out by a 
somewhat similar passage in 9?att|att ber SBeife, Act I, Scene 1. 
Daja's mind is here so preoccupied with the miraculous appearance of 
the Templar that she speaks of him simply as it)m, as if Nathan 
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naturally knew and thought as much about the Templar as she did 
herseif. Sftatljan: SBeiifmt? ©ei toetdjem 31)m ? 2)aja: ©eiiljm, 
ber au« bem geuer fte rettete. SR a t \) a tt : 2Ber n?ar ba8, tt»er ? 
1. 30. fönnett. See note, page 9, line 8. 

Page 31. — 1. 13. ($r foradj unb id) Ija& ? iljm geantwortet. 

Compare with this the prince's aecount of the samemeeting in Act III, 
Scene 3. (See also note, page 48, line 9.) 

1, 21. $>ie gfurdjt Ijat Ujrett ftefonbern Sinn, ref erring to the 

well-known psych ological fact that fear produces in us images which 
have no basis in reality. 

1. 26. Itidjt 0l|tte SJlt^foKen expresses the very opposite of what 
Claudia means to say. Her thought is clearly either ol)ne •Üftißfallen 
or nidjt olme SßoljtgefaUert. The expression as it Stands seems to be a 
slip of Lessing. 

1. 29. mit eittd» See note, page 29, line 18. 

1. 31. 3>l)m tttttl? W) t$ fugen, very important words for the Inter- 
pretation of her character. Her healthy moral instinets prompt her to 
confess everything to Appiani, but her sense of obedience to her 
mother, whose judgment she respects, and her peculiar feelings toward 
the prince, of which she is hardly conscious, make her yield but too 
readily to the advice of her mother not to say anything to the count 
about the meeting. She thus unconsciously plays into the hands of 
Marinelli, and indirectly brings about her own destruetion. For if 
Appiani had been informed of the prince's confession of love to 
Emilia, it is conceivable that the catastrophe might have been averted. 
(See Introduction, page xxiii.) 

Page 32.— 1. 6. ben Siebtyaber for bem Siebljaber. Lessing 
often uses the acc. with fdjmeidjettt. — A man in love is called in mod- 
ern German ber Siebenbe. Siebfyaber is now used only of a lover of 
things or of a person playing the part of a lover in a drama. So we 
say : 2)er Siebljaber ber ßunft or 3)er Siebljaber im 2)ramcu (See also 
page 35, line 9.) 

1. 7. bcti JRang abzulaufen, toget the better of. 
1. 25. neunten = benehmen. 

Page 33. — 1. 3. in il|r, e.g. in biejer ©pradje ber ©alanterie, 
Observe also the antithesis between flingt and ift. 
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SCENE 7. 

1. ia. ttWr . . ♦ toermutCttb, a verbal form impossible in modern 
German. We should use now the simple imperfect tiermutete. The 
present participle can be used predicatively only when it has acquired 
a füll adjective meaning. So we may say : ba% SSerforedjen tfl Mtlbetlb ; 
er tOdV tetbettb, etc.; but when the verbal sense predominates, the 
simple present or imperfect tense of the verb must be used. 

Page 34. — 1. 20. (äffen, Utgo % neglecL The infinitives tljltn and 
(äffen are used here with the force of imperatives. 

Page 35, — 1.x. ftdj . . . ftfjttfte, what would be appropriate for. 

1. 7. $er(etl bcbCtttcn SfjrättetU Karl Lessing, the poet's brother, 
criticized this passage on the ground that such a superstition was un- 
worthy of a tragic heroine. To this criticism Lessing answered as 
follows: "In regard to the point about the dream you are quite 
wrong. . . . Emilia does not believe in the dream, but like her 
mother regards the dream as quite natural, on account of her greater 
preference for pearls than for stones. But although she does not 
believe in the dream as a foreboding, it may nevertheless make some 
impression upon her. Appiani is the one who lingers on this point 
longer than the other two. But I make him State the reasons for it 
too." 

1. 14. 3fyttett, emphatic. She means that it is surprising that he, 
the enlightened serious man, should dwell upon such trifles. 

1. 25. fL\tQtnb,/iowing. 

1. 28. 3ll feinem eigenen . . . ®lan%t ; therefore contrary to the 
then prevailing fashion of powdering the hair. Appiani, who longs 
for a simple, natural life, delights in seeing his bride dressed accord- 
ingly. 

SCENE 8. 

Page 36. — 1. 8. foftV t$ fit XtUtn, etc., a rather peculiar remark 
of Claudia, only to be understood if we remember the sharp distinc- 
tions of rank which prevailed in the last Century. Appiani is a noble- 
man of high rank, Emilia belongs to the Citizen class; his marriage 
would therefore be regarded as a ' mesalliance,' and might injure his 
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social position. (See speech of Marinelli, page 14, line 15 ff.) There- 
fore, Claudia thinks, he regrets his engagement to Emilia. 

1. 10. argtOO^tten for the more modern argwöhne n. 

1. 13. attdgef (Ulfen feitt, a word borrowed from sailors' language. 
It means ' to run out of a place,' ' to sail out,' here to start out. 

1. 15. e^egeftertt for the more usual öorgefiew. 

1. 22. SRettte gfrettttbe toerfattgett, etc. Here we have one reason 
at least for his stränge melancholy. He despises the prince, and yet 
he promised to inform him of his intended marriage. 

1. 28. äBei beitt $rut$ett ? The effect of Emilia's silence begins 
to assert itself here. If she had told him of the meeting in church, 
would he have thought of paying his respects to the prince ? Would 
he not rather have been preparing to take some steps against the 
impending danger? 

SCENE 10. 

Page 37. — 1. 12. 9fttn, mein §ZtX ? spoken rather sharply and 
proudly. These words, and in fact the whole scene, show that he 
despises Marinelli, and would have as little as possible to do with him. 

Page 38. — 1. 8. gem^etl toerbe r will deign or condescend to use 
my Services. 

1. 13- MW baS brttte SBott, every third word. 

1. 26. @ie mÜffCtt H0d^ Ijettf abreifen. If Appiani had been 
informed of Emilia's meeting with the prince, he would have known 
at once the object of this hasty commission. 

Page 39. — 1. 15. toer$tteifeft, confoundedly ; nait), in the de- 
rogatory sense. It has here almost the meaning of stupid. 

1. 27. eined großem £e?rtt. He means either the German 
Emperor or the Duke of Piedmont, in whose territory his estates are 
situated. 

1. 29. $0$ id) ♦ ♦ ♦ batübet fttittC ! spoken very contemptuously. 
Some such expression as e8 ttJCtre läcfyerUdj is understood before bafj. 

Page 40. — 1. 6. and biefent $anfe ? spoken with a tone of 

great surprise, to indicate to Appiani that such a marriage would be a 
decided * mesalliance.' 

1. 9. 200$ beliebt? Ibegyour pardon? 
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1. 10. fottßd), in that case. 

1. xx. Zeremonie is very emphatic. Marinelli deliberately insults 
Appiani by the low insinuation contained in this word and in his 
next two remarks. 

1. 22. 2Bir UierbCtt Stttd fored)Ctt, you shallgive account ofthis. 

Page 41. — 1. 3. jjfctr (Sebttlb, etc., a threat which Appiani can- 
not of course und er stand. Marinelli's first intention of removing 
Appiani by sending him to Massa has failed. He is forced to chal- 
lenge Appiani to a duel, which he is, however, too cowardly to fight. 
In order to extricate himself from the impending danger and to help 
the prince, he now determines upon the murder of Appiani, which in 
his interview with the prince he thought of only as a possibility. (See 
note, page 18, line 1 1 ; also Act II, Scene 3.) 

ACT III. SCENE 1, 
Page 42. — 1. 3. fo bleibt eS bebet, so it is settled. — So gc^t e£ 

UOt fidj ? so it will take place ? viz. the marriage. 

1. 7- gettotmttett for benommen. 

1. 12. mein ßebett in bie Styattse fdjfagett, to risk my Ufe. 

1. 13. fflfjC, an older form of the preterit. 

1. 15. 3lt ^antifd) |agett f to make one angry % to arouse onSs wrath, 

Page 43. — 1. 3. ba# Ratten ©ic gttl)att ? The imperfect and 
pluperfect subjunetive are often used in interrogative and exclamatory 
sentences to express an emphatic denial of a real or assumed assertion. 

1. 10. ftadjbem e$ fällt, rijue 3»eifel; fällt = ausfällt. The 
whole expression has almost the sense of je nact)bem bie Umjtänbe jinb 
or e8 fommt auf bie Umftänbe an. Marinelli means to say that 
Appiani would of course have aeeepted the challenge if circumstances 
had allowed it, but in the present case no one would take it amiss if 
he postponed it for a few days. 

1. 30. l|albe£ $Bege£, now more usually falben Sßege«. 

Page 44. — 1. 10. ßommailbo, a Company ofsoldiers. 

1. 12. felbft fünfziger, now obsolete. The more regulär form 
would be felbjt fünfgtgjier, he himself with forty-nine others. We have 
a similar expression in Statin, I, 5 : felbfi gnmngtgfter gefangen. 
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1. 14. ctyer = fonfi tooljt fdjon. 

Page 45. — 1. 4. Aber btC Sfaftoltett, etc. The prince intended 
to say that he hoped that the arrangements were of such a nature, 
that no violence would ensue therefrom. 

1. 5. 9Ü5 fle tlttr Uttmer r etc. ; we should use to-day tote instead of 
al8. immer is an expletive of emphasis. The preparations are as 
good as they cottld possibly be. 

1. 7* ^lantt, from late Latin 'planca,' meaning a thick, smooth 
board. Here it means afence made of heavy, smooth boards. 

1. 8. toirb . . . angefallen fyaben. The future perfect is often used 
instead of the perfect, to express the mere supposition or probability of 
an action having taken place. So here and in the next sentence. 

1. 9. toobet = unter toetdjen. 

1. 26. Hber idj felje bei aücbcm ntdjt ab, and yet Ido not see the 

endo fit all. 

SCENE 2. 

Page 46. — 1. 3. in jebem Silage, in each coach-door. — %& 
jeigen for Bnjetdien, signs. 

1. 11. 9{fett* See page 40, lines 19 and 23. 

1. 19. ttttbereitet for unvorbereitet. Appiani was armed with a 
pistol, which was quite natural at a time when bandits were common 
in many parts of Italy. 

1. 25. $oHettb£ mein bratoer Wicolol and my good Nicolo tool 

— $0$ öab begaben, almost equivalent to büßen, who had to pay 
for it (with his life) . — SWit r also, viz. together with the count. 

Page 47. —1. 3. Sierteil, the older form of Viertel. 

1. 7. SWtt betnem 9ttcafo ! the deuce takeyour Nicolo ! 
1. 9. ber ©raf ♦ . . gefaxt, the count took good aim alhim. 

SCENE 3. 

Page 48.— 1. 9. SBaSftnb totr afdbatra weiter? what progress 

have we then made ? 

1. 24. fotrate id) i^r attd) ttidjt ein $8ort antreffen. This State- 
ment of the prince contradicts Emilia's account of the same meeting 
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(page 31, line 13), in which she said that she answered the prince. 
Besides, the prince affirms again (page 52, line 17) that Emilia did not 
speak a word to him. Of these two accounts the Statements of the prince 
are the only ones we can accept, for there is no conceivable reason 
why the prince should falsify to Marinelli the true State of things. 
Emilia's Statement can be explained by remembering the confusion 
and fear that overcame her when she heard the prince's voice. She 
doubtless intended to answer him, and in her excited account to her 
mother thinks that she had actually done so, although she admits at 
the same time her inability to recall her words to him. It is therefore 
highly probable that this contradiction between Emilia's and the 
prince's accounts was deliberately intended by Lessing as an additional 
indication of her State of mind at that time. 

SCENE 4. 

Page 49. — 1. 13. bleibt, Wieb; notice the difference of tenses, 
which well suggests to us the sequence of events. When the attack 
was made, the count probably sprang immediately out of the carriage 
to defend himself against the bandits, while Emilia and her mother 
remained inside. Then Emilia was snatched out of the carriage, so 
, that the last person she saw was her mother. She therefore uses the 
present in asking about her mother, and the preterit in inquiring 
about the count. 

1. 18. $aS toatt l impossible / See note, page 43, line 3. 

Page 50, — 1. 5. ofjttfero for unfern. 

1. 10. @>te ift tJteUetdjt tot. It is very significant that Emilia, in 
speaking of the attack, expresses great anxiety about her mother, but 
does not mention Appiani. This would indicate that her mother, and 
not Appiani, is uppermost in her mind. Some critics have urged that 
her modesty and her aversion to Marinelli make her shrink from men- 
tioning Appiani in his presence. But it is to be remembered that 
Emilia utters these words in a moment of great excitement and anxiety, 
when such self-restraint and reflection would be highly improbable in 
a girl like Emilia. (See Introduction, page xxi.) 

1. 26. gerufen. See note, page 38, line 8. 

1. 28. ttltt, with. 
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SCENE 5. 



Page 51. —1. 15. ber ©raf, 3fore SWlttter. The prince pretends 
to have just come from Appiani and the mother. 

Page 52, — 1. 25. htbtU ©ie Itidjt, etc. It is very important to 
notice here the impression which the prince's passionate speech makes 
upon Emilia. Trembling, she is just as unable to answer him now as 
she was in the morning. She is entirely helpless in his presence, so 
much so, that, although she distrusts him, she yet follows him almost 
against her will. 

1. 29. Üeifaftett ; we should be more apt to use to-day einfallen. 

Page 53. — 1. 2. golgCtt Sic ItttS, said to remove Emilia's sus- 
picion. 

1. 5. Wie weit er e£ . . . mit iljr bringt, how hegets on with her, 

1. 7. Itidjt ♦ ♦ , ttJCrbcn ; pleonastic negation common in ordinary 
speech after oerljinbern. 

SCENE 6. 
1. 18. ttttb tuo nur uidjt, ifnot. 

1. 25. 5tttgett tttad)Ctt, amazed. 

Page 54. — 1. 7. fo ettoad tooit, a kindofa, 
1. 8. bic ttteiften. See note, page 32, line 6. 

SCENE 7. 
1. 23. aufgehobener for beffer aufgehoben, better taken care of. 

SCENE 8. 

Page 55. — 1. 6. betfaflen. See note, page 52, line 29. 
1. 10. tOüS tdj tttdjt ttügtf, not that I am aware ofit, 

1. 13. SÄar^efe 9ttartnettt. By emphasizing 2Kard)eje, he gives 

Claudia a broad hint that she did not address him with the respect due 
to his position. 

1. 16. bafc tdj ♦ ♦ , ttidjt uerlÖttUtbe ! let me not calumniate! 
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Page 56. — 1. 19. 3dj toerseilje ber Hangen Wlutttt has refer- 

ence to the expression of Claudia, beut tjfehtb, of the preceding line. 
^cin expresses there inferiority and contempt. 

1. 26. $e? $rttt$ ? As soon as Claudia hears that the prince is 
with Emilia, the, whole plot dawns upon her. Her own daughter in- 
formed her of the meeting in church that morning; she overheard the 
angry words between Appiani and Marinelli; she knows that Appiani 
is dead and that Marinelli is in some way connected with the murder. 
With these facts in mind she has no difficulty in discovering the plot. 
It is to be noticed that the prince's hasty conduct in the morning be- 
gins now to teil against him. 

Page 57. — 1. 4. 8Hemuieffett f the Holy Virgin. 

1. 10. $ül) ! $idj ! See note, page 56, line 19. 

1. 14. frfjtoättttett, your mind is wandering, you rave. 

ACT IV. SCENE 1. 

Page 58. — 1. 14. filier mir for über mtdj, on aecount ofme. 

1. 16. waS itfj lieber . . . ntdjt gehört . . . Ijaben ttrfü, what 1 would 

rather not have heard. 

Page 59. — • 1. 5. ifi) bin ttttfdptlbtg. See note, page 18, line 11. 
1. 7. bettt (Strafen ; foftett is to-day generally followed by the acc. 
of the person. 

1. 14. ßnatt ttttb gfatt = ptöfelid). 

1. 21. fid) bttttttn faffen, to be surprisedor caught. 

Page 60. — 1. 29. ba$ größte ©lücf temS; instead of ma« we 

should expect ba$ or tt)etd)e8. Schiller and Goethe also use occa- 
sionally toa$, where the simple relative would be more grammatical. 
This usage is common even to-day, especially in North Germany. 

1. 31. Unb atö btefed — , an anacoluthon. The prince probably 
meant to say : And as such (as a piece of good fortune for me) I 
should regard it, no matter how it happened, if only it had been done 
quietly. 

Page 61. — 1. 2. %*pp ! lagree, or verywell, like the French « t6pe.' 

1. 4. fyeUfattt, useful, a crime that would further my purpose. 

1. 5. ttmre, hypothetical subj. 
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1. 7. Cttf ben Stopf Jttfagen, ' to assert a thing boldly and de- 
cisively,* each one ivould boldly refer it us. 
1. 16. t)M£ läge* See note, page 43, line 3. 
1. 27. toOttyo for the present für \tty f for the time being. 
1. 30. Ctnfälttg r here = eittfadj. Translate, to be brief. 

Page 62.— 1. 6. tt>a$ er im ©djilbe fülpre = loa« er beabftdjttge* 
Marinelli is perfectly right when he says that his plans were foiled 
by the prince's confession of love to Emilia. If the prince had not 
taken this Step, the murder of Appiani would have been ascribed 
entirely to the rapacity of the bandits; Emilia, Claudia, Orsina and 
Odoardo could not have had the least suspicion as to the intentions of 
the prince, and Marinelli's plot might have sueeeeded. 

SCENE 2. 

1. 18. Drfitta ? . . . Drfma ? The prince suspects here that 
Marinelli is responsible for this sudden appearance of Orsina in 
Dosalo. (See page 1 2, line 8.) 

1. 26. attf ßftttfefdiaft fttttlttetl, to come as a spy. 

SCENE 3. 

Page 64, — 1. 1. $n bem $ofa(o; modern usage would prefer 
in bem ©ofdo or auf bem 2)ofalo. 

1. 10. ift tJCrntttteub» See note, page 33, line 12. 

1. 12. @>0 \)ttt er meinen örtef, etc. See note, page 4, line 12. 

1. 20. 9tttn)0rt£ genug» &nttt)0rt is here used as a neuter noun. 
It wavers between the feminine and the neuter for several centuries, 
until the feminine becomes the established gender. The genitive 
depends here upon genug. 

Page 65. — 1. 1. (SJeqniefe, ©efreifdje; these somewhat con- 
temptuous words refer to Emilia, whom she instinctively suspects as 
her rival, although she does not yet know her. 

1. 12. ©djnitffdjnacf, formed by a reduplication from the noun 
©djnacfe (' nonsense '), with a Variation of the vowel in the first part, 
after the analogy of words like ©ingjang, 3ltf8&tff ÄUngffong, etc. 
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1. 16. träte« See note, page 43, line 3. 

1. 25« *RW)t <ltt£ SBetadjtlMg. Goethe thought that the word 
23eradjtung was not in keeping with Marinelli's character as a polished, 
diplomatic courtier. And yet this is hardly a slip of Lessing, but rather 
serves to characterize Marinelli. Knowing that Orsina is no longer the 
favorite mistress of the prince, he is now indifferent about the language 
he uses to her. 

Page 66. — 1. 8. tta<fy>(attbentbe£ $ofmämtdjeii, lit. parrot-like 

court puppet, courl parroL 

1. ii. <S(etd)gütttg ift bte ©CClc, etc. This whole sophistical 
argument of Orsina on ©leldjgültigfeit is intended by Lessing to show 
her fondness for philosophizing, which has confused her intellect, and 
made her lose the love of the prince. (See page 13, line 12.) Sense 
and nonsense are here intermingled. She wishes to prove that in- 
difference is a mere word without content. She then proceeds to 
define ©teidjgüttigfeit very well. One can be indifferent only toward 
a thing about which he does not think seriously, only toward a thing 
which is nothing for him, in which he has no interest. But in the 
second sentence, by arbitrarily omitting für fle after ba$ — ba8 (für 
jte) fein 2)ing ifl — she reaches her startling con'clusion. Her final 
argument would amount to this: that indifference toward a thing 
destroys the existence of that thing, and hence is nothing. But indif- 
ference toward a thing does not do away with its existence, and hence 
her conclusion is absurd. 

1. 21. jo f td) bin eine, to be taken quite seriously. Her preceding 
remarks show that she is proud of her intellectual superiority. 

1« 23. Öfterer, a form still common in Saxony. The comparative 
öfter is regarded here as a positive, and is raised to a comparative by 
the ending er. In the same way the English ' near,' which is a com- 
parative of ' nigh,' forms the comparative * nearer.' 

1. 24. ift e£ töOljI ttOd) SBunber; modern usage would require ein 
SBunber. 

Page 67. — 1. 9. ©totf, idiot, blockhead. 

1. 11. gtt fad}eit ntadjt; at the present time we should omit 
the gu. 
1. 12. cntftyafte (Seite. She thinks of the purpose with which she 



118 NOTES. 

came to Dosalo, viz. to kill the prince. (See Act IV, Scene 7, last 
speech of Orsina.) 

1. 30. 2ötr fottCtt ItnS frred)ett, e.g. according to the will of 
Providence. 

SCENE 4. 

Page 68. — 1. 3. ttttetttfd)ttiffig, a word no longer in use to-day. 
It arose from a mixture of unf djlüjjig and unentjdjfoffen. 

SCENE 5. 

This scene is a parallel to the great scene between Marinelli and 
Claudia, Act III, Scene 8. In both scenes the plot of Marinelli is 
gradually brought to light, and Orsina's and Claudia's knowledge of 
the plot will serve later on to determine Odoardo to action. 

1. 18. bie idj inert ton for ber id) roert bin. 

Page 69, — 1. 18. über biefe ßfige; at present we should say über 
biefer füge or auf biefer 2üge ertappen. 

1. 30. flefjt ♦ ♦ ♦ Ungemein M\)t t grieves uncommonly. 

Page 70. — 1. 7. SBer ? — dmilta Gtolotti ? With all his 

shrewdness Marinelli destroys his own scheme by yielding to Orsina 
and telling her the name of Appiani's bride. For as soon as Orsina 
hears the name of Emilia Galotti, she sees at once through the whole 
plot. Her spies, who have been of late watching all the movements 
of the prince, have followed him in the morning to church, have heard 
him speak to Emilia, have found out her name and have reported 
everything to Orsina. On her way to Dosalo she heard of the murder 
of Appiani, but still knows nothing of the count's relations to Emilia 
Galotti. She herseif says : 3d) bin fo lange au« ber @tabt, baß idj üon 
ItldjtS toeiß. Now it is Marinelli's information that Emilia was the 
bride of Appiani, that furnishes her the clue to the whole plot. Her 
thorough knowledge of the ways of the court of Guastalla suggests to 
her at once the connection between the murder of Appiani and 
the abduetion of Emilia to Dosalo. It is again to be noticed how 
the hasty conduet of the prince in the morning, natural as it is, reacts 
against him. 
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1. 26. Uttb ttetttt (Sic fdbft ber ^CUfd träten, She immediately 
suspects Marinelli as the chief agent of the plot, for she knows but 
too well his past career in the service of the prince. 

Page 72. — 1. 1. ftc^ troffen, pass out; über $afö über Stopf, 

headlong, in utmost haste. 

1. 3- *«* £attge$ ttttb f6ttltt$, had a long conversation. 

1. ii. ttttt betl §at& rebett, you willforfeityour life byyour talk. 

SCENE 6. 
1. ai. BOtfettbS, to cap the climax. 

Page 73. — 1. 9. ©ein = feien; Oberfter = Dberfi. Lessing 
still feit the word in its adj. sense, and therefore gave to it the strong 
adj. ending. 

1. 10. ftbefs = MtS. 

1. 14. tum ttiegett r now obsolete for the simple toegett. 

1. 26. At present we construe erfaffetl with the dat. of the person and 
the acc. of the thing. So we should say here : 3d) ertaffe 3ljrten bte*. 

Page 74. — 1. 8. geben, what to think or how to value her talk. 

1. 10. ftd) xn8 SBort laffett, obsolete for ftd) in ein ©eforfid) ein« 
taffen. 

SCENE 7. 

Page 75. — Li. to) bergeffe, e.g. what Marinelli told him, that 
she was insane. 

1. 27. genug nuffen motten, you who claim (or think) that you 
know already enough. 

1. 29. tJfratt* In the sudden excitement which overcomes him he 
forgets to address her with the more proper title SÄabome, 

Page 76. — 1. 7. @>ä)far<tffenleben, life of the fool's paradise, a 
life of idleness and enervating luxury. It has been often described, 
among others by Hans Sachs in his @$taraffenlanb (1530). 

1. 11. (SdjüttCtt ©ie ntOjt, etc., lit. *do not pour your drop ot 
poison into a bücket (of water). ' By doing so each drink of the 
poisoned water woulcf be weaker, but the effect of the whole would be 
the same. Do not mitigate the bad news by imparting them gradually. 
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1. 20. toetttt e£ aBgerebet tOOrbett. Orsina in her jealousy would 
like to prove Emilia an accomplice in the criminal plot. (See Intro- 
duction, page xxx.) 

1. 27. D be£ gttäbigett $ritt§ett ! ironical reference to Claudia's 
words. (See page 27, line 13.) 

1. 28. tOXttt t$, possibly a reminiscence from Othello, Act IV, 
Scene 1 : " Work, my medicine, work ! " It is to be remembered that 
Lessing was an enthusiastic Student of Shakspeare, and was one of 
the first men in Germany who had a genuine and intelligent apprecia- 
tion of Shakspeare's greatness. 

Page 77. — 1. 14. bie erfte, bie Beftc; to-day we omit the second bie. 

1. 15. feft etttfdjloffett, e.g. to kill the prince and to poison herseif. 

1. 27. Stacdjatttittttett, in Greek mythology female devotees of 
Bacchus, who at certain definite periods worshipped in the wildest 
orgies the god of wine. Lessing has evidently the story of the Theban 
King Pentheus in mind, who opposed the introduction of the wild rites 
of Bacchus into his city, and who, in punishment for his crime, was 
torn to pieces by a troop of raving Bacchantes led by his own mother 
Agave. (See the Bacchae of Euripides.) — JJunett, the terrible Greek 
goddesses who hunted down and avenged unnatural crimes. They 
were represented with snaky hair, brazen foot and of terrible aspect. 

SCENE 8. 

Page 79.— 1. 3. äötffett fatttt ftC e£ tttd)t r a remark which shows 
that Claudia had not the courage to inform her daughter of the plot 
and its fatal results. 

1. 7- ©t* tft btC gmrtfytfamfte, etc., a very fine characterization of 
Emilia, as her conduct in Act V, Scene 7, will show. 

1. 11. ©te fortdjt mit iljm, etc. The poet has not brought Emilia 
upon the scene throughout this whole act. He indicates to us here, 
through this remark of Claudia, what Emilia has been doing behind 
the scenes. In her conversation with the prince she has been gradu- 
ally regaining her self-control. 

I.21. £öof)ltf)äteritt. He calls her so, because she told him how 
things were, and because she gave him the dagger which he now in- 
tends to use against the prince. 
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ACT V. SCENE 1. 

Page 81.— 1. 11. ÜRetbtyart, from Middle High German Nttkart, 
which means ' strong or persistent in envy and hat red.' Marinelli calls 
him so, because Odoardo opposed the prince's claims to Sabionetta, 
and now begrudges him Emilia. 

1. 17. $drett fte, etc. Marinelli is going now to explain to the 
prince the pretext by which he hopes to keep Emilia in Guastalla. 

SCENE 2. 

Notice throughout this and the following scenes Odoardo's struggle 
to maintain his self-possession, and to subdue his constantly rising 
wrath. He wishes above all to act calmly and rationally. 

1. 25. für for üor. See note, page 10, line 9. 

Page 82.— 1. 1. 23a£ Ijat bic gehäufte Xugettb, etc. Odoardo's 

lack of resolution begins to assert itself here. He is in search for rea- 
sons to excuse himself to his conscience. He thinks that by killing 
the prince he would avenge both Orsina and his daughter, and to 
avenge Orsina would stain the purity of his deed. He therefore re- 
f uses to act at all, leaves the avenging of Appiani's death to Heaven, 
and finds momentary satisfaction in the contemplation of the pain and 
despair which ungratified passion will bring upon the prince. (See 
Introduction, page xxvii.) 

1. 8. SBerbredjett ; here it means almost « the consciousness of 
crime.' 

1. 10. bftftett, here in the sense of bcf riebigen. 

SCENE 4. 
Page 84. — 1. 5. ob id) e£ fdjoit ttidjt bfirfte, although (ha for 

this) I ought not to do iL — 28 Uten d), tyrant, in the sense that Schiller 
uses it in his poem „2)ie ©Ürgjdjaft," a ruler who violates the laws of 
his country to satisfy his lower desires. 

1. 11. $offd)?att§e, now masc, a court-parasite. 

1. 14. ttiela^eu refers to ^ortDanb. 
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SCENE 5. 

Here the pretext agreed upon after Scene 1 comes to light. (See 
note, page 81, line 17.) 

Page 85. — 1. 5. Sie xft in neuer Unruhe, etc. This is untrue, 

as the very first words of Emilia in Scene 7 show that she knows 
nothing of the departure of the mother. 

1. 8. 3>m £ntttttpl)e, because of the fortunate (?) escape of Emilia 
and Claudia from the attack of the bandits. 

1. 30. ettt$urebett for the modern brehtgurebeit, 'to raise objections,' 
to interfere. 

Page 86. — 1. 8. e£ gel)t «ttr ttttl)e r itgrieves me much. 

Page 88. — 1. 21. fa^rt, puts his hand. 

1. 24. $a£ f jjrad) fein (Sttgel ! For the significance of these 
words, see Introduction, page xxix. 

1. 26. ©ie jtnb irrig for @ie irren ftdj. 

Page 89. — 1. 16. bie gttte Sibylle. Sibyls were priestesses of 
Apollo, who, in an ecstatic condition of mind bordering upon mad- 
ness, proclaimed the oracles of the god. So Odoardo fancies that 
Orsina, when almost in a State of insanity, revealed to him this whole 
monstrous crime, and moreover uttered ambiguous sayings, the füll 
meaning of which he now Widerstands. 

1. 24. mit ftd), Unntn t$ Ijtttten ; mit ftdj is placed here before 
tonnen for emphasis. 

1. 29. foö if^ fte gar ttid)t f^red^ett r etc. To be consistent Mari- 
nelli should have opposed Odoardo's request to see his daughter. If 
for the sake of an impartial trial father and daughter are to be separated, 
it is absurd to allow them any interview at all. But Marin elli, highly de- 
lighted at the seeming success of his cunning plan, forgets for a 
moment all its bearings, and carelessly grants an interview which is 
destined to destroy with one blow all his ingenious schemings. (See 
Introduction, page xxxiv.) 

Page 90. — 1. 13. toenn ©ie mein gfrennb, etc. The prince does 

not seem to have observed any of the inward struggles of Odoardo; 
he believes he has triumphed, and therefore speaks so kindly to 
Odoardo. 
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SCENE 6. 

1. ao. So Ober fo. These words probably refer to his doubt as 
to whether he should kill the prince or his own daughter. — ftd) ber* 
ftüttbe. In this awful moment of despair, when he hardly knows what to 
do, his suspicious, brooding nature asserts itself again, and he questions 
the innocence of his own daughter. It seems that the suspicion thrown 
out by Orsina (page 76, line 20) has left a deep impression upon him. 

1. 25. t»a$ ftd) nnt bettfett läjft something that may only be thought 
(but not uttered), viz. killing his own daughter. 

1. 26. 993er fte unfd)Ulbig, etc., another proof of his indecision. 
(See note, page 82, line 1.) 

SCENE 7. 
Page 91.— 1. 7. tdmntt e3 nidjt auf eine«? We should use 

to-day f)inau8 after eine«. 

1. x6. Uttb toartttn er tot ift ; warum very emphatic. 

1. 25. 2Ö03 l)ätte e$ btttttt, etc., what difficulty would there then be 
(if we could flee) ? The question has often been raised whether there 
is not a possible way of escape. Those who have read the drama 
closely must see that there is no way by which Emilia could extricate 
herseif from the power of the prince. She is to be kept in Guastalla 
for examination. Under a plausible pretext of justice she is to be en- 
tirely separated from her parents. The prince is an absolute sovereign. 
He can easily find means for retarding the trial, and during all that 
time Emilia is to remain at the house of Grimaldi, the place which she 
fears most. 

Page 92. — 1. 6. toer ber 9ßenfd) ift ber, etc. A similar senti- 

ment Nathan expresses (Act III, Scene 3) when he says : #ein SDfcnfd) 
muß muffen. 

1. 23. V9 ob nur feinen bitten Ratten, etc. The thought of a 
voluntary death flashes through her mind. 

1. 26. einem bon beiben . ♦ . betben, etc. In his rage he says 

that he wished to kill both, but as a matter of fact he intended to kill 
only the prince, because he regarded him as the only guilty one. He 
now sees that Marinelli is equally guilty. (See page 88, line 21.) 
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Page 93. — 1. 8. aber tttdjt über alle Serfüljrttita, etc. tt is 

upon this confession of Emilia that the Interpretation of her character 
and of the whole drama, in fact, must finally be based. Some critics, 
wishing to 'rescue' her character, would have it that she overstates 
things here, that she purposely uses the strongest language at her 
command, in order to arouse the wrath of her father and thus induce 
him to kill her. They forget that such conduct would hardly be in 
keeping with the character of a simple, innocent, inexperienced girl, 
such as they conceive Emilia to be. Besides, such an Interpretation 
assumes a calm deliberation on the part of Emilia, which is impossible 
here. On the contrary, this confession is uttered here with an inten- 
sity of conviction which must exclude all such calm reflections as those 
mentioned above. This is the most tragic moment of her life, and if 
she ever was true to herseif, it is now. She may exaggerate the dan- 
ger, but she believes in all that she says. The overwhelming misfor- 
tunes of the day have suddenly matured her and made her powerfully 
conscious of a serious weakness in her character which makes her dis- 
trust herseif. (See Introduction, page xxiv.) 

1. 13. 3>d) bttt für tttdjtS gltt, I shallbe responsible for nothing, 
1. 18. 9?td)t£ €>d)Utmttered, e.g. than the loss of their innocence. 
— fprattgett Saitfeitbe, etc. She thinks of the legendary accounts of 
Christian virgins who, in the early days of Christianity, in order to es- 
cape the lust of some pagan tyrants, drowned themselves and were 
afterward canonized. Later on, however, such martyrs were not can- 
onized, for the Catholic church expressly forbids suicide. 

1. 21. Uttb ttetttt btt itytt fetUtteft, etc. He thinks of the irony of fate 
that this dagger, which Emilia now wishes to use on herseif, belonged to 
the mistress Orsina, who intended to kill the prince with it. Odoardo 
thinks that if Emilia knew this fact, she would shrink from this weapon. 

Page 94. — 1. 2. tüte mettt Sater ttlifl, etc. This delicate touch 
was probably suggested to Lessing by the words of Desdemona (Othello, 
Act IV, Scene 2) : " Such as she says my lord did say I was." 

1. 4. D «leine Xodjter ! The tone of voice and the gesture which 
accompany this exclamation make Emilia believe that Odoardo wishes 
to kill her. But his raised hand sinks again, incapable of the deed. 

1. 8. U>ot)l gab t& ettteit Watet, etc. She refers of course to the 
deed of the Roman Virginius. 
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1. 9. bCtt CrfitCtt bett (eftett. See note, page 77, line 14. 

1. 10. JUltt §tueitett ; 9Ralc is understood. 

1. 14. ©Ott, ttnS jja& f id) get^att ! Odoardo, unlike the old 
Roman father, is overwhelmed by the consciousness of the deed which 
he has just committed. He could do it only in a moment of the 
highest passion. (See Introduction, page xxxi.) 

SCENE 8. 

Page 95« — 1. 1. 3d) fel&ft Much has been said about Emilia's 
untruthfulness in the last moment of her life. But are her words un- 
true? Would Odoardo's deed have been possible without her own 
free will to die ? Clearly Odoardo was merely the instrument in ac- 
complishing the deed. It seems that by the above words Emilia means 
to indicate to the prince that her father did not kill her against her 
will, but that she herseif preferred to die rather than to fall a prey to 
him. 

1. 13. eilte fdjole Sragobte. Lessing violates here his own prin- 
ciple, developed in his Dramaturgy (No. 42), in which he severely 
criticizes the dramatist for using any word connected with the stage. 
Such words spoil the illusion of the drama. 

1. 20. |et r ifjtt ttttf, The question naturally arises why Marinelli 
should hesitate to pick up the dagger. Niemeyer suggests that the 
weak prince wishing to free himself from the responsibility of punish- 
ing Marinelli, bids him pick up the dagger, in order to give him the 
opportunity to turn it against himself. Marinelli then hesitates from 
natural cowardice, and because he cannot believe that the prince 
means seriously what his tone of voice and gesture would indicate. 
It is not tili the prince angrily exclaims : " What? You hesitate?" that 
Marinelli picks up the dagger and acts as if he were about to Stab 
himself. When the prince sees this, he suddenly changes his mind, 
snatches the dagger from his hand and says: "Wretch! No, your 
blood shall not mingle with this." Then he banishes him from court. 
(&rdjib für ba8 @tubtum ber neueren ©pradjen, vol. 23, page 380.) 
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Lessing s Minna von B arnhelm. 

Based upon the text of Boxberger, in Joseph Kurschner's " Deutsche National- 
Literature." By Sylvester Primer, Prof. of Mod. Lang, in the University of 
Texas. 240 pages. Cloth. Price by mail, 70 cts. Introduction price, 60 cts. 

LESSING may be said to have created the modern German stage, 
and his "Minna" is not only the first real German comedy 
but also the very best that the German literature has produced. 

This edition contains: (1) Introduction. (2) (a) Biographical 
Sketch ; (£) The development of the German drama and Lessing's 
influence upon it; (c) The position and influence of this work in 
German comedy ; (ä) Synopsis of the characters and their develop- 
ment in the play. (3) Text, followed by Notes and a Bibliography. 



Prof. H. C. G. Brandt, Hamilton 

College, in " Modern Language Notes " : 
Though edited again and again at home 
and abroad, it has never been so well 
edited before. (June, 1890.) 

Prof. Waller Deerin?, Vander- 
bilt Univ. : Throughout the whole book 
Prof. Primer shows a fine appreciation of 
the student's needs. A perusal of the 
book leaves an impression of well-rounded 
completeness and scholarly thoroughness, 
which is indeed refreshing. 



The Critic, New York: It is thebest- 
provided text of this famous German 
comedy that \ve have. It is a monument 
in succinct form of patient research, help- 
ful historical annotations, and practical 
insight into the needs of students. 

(Sept. 27, 1890.) 

Literarisches Centralblatt, Leip- 
zig: Ref. wüsste keine Ausgabe der 
" Minna " anzugeben, die so erschöpfend 
und dabei so anregend wäre wie diese. 

{July 26, 1890.) 



Lessing's Nathan Der Weise. 

Edited, with introduction and analytical and critical notes and a Bibliography by 
Sylvester Primer, Professor of Teutonic Languages, University of Texas. 
Cloth. 338 pages. Introduction price, $1.00. By mail, £1.10. 

IF we except Goethe's Faust, no German poem has received so much 
special study as Nathan der Weise. It occupies the most promi- 
nent place in German Literature, after Faust, and is the most magnifi- 
cent monument of Lessing's poetic genius. It deserves a place in the 
study of German, not only as a work of art, but also for the deep 
philosophical and scientific truths which it discusses. 

The Introduction discusses amply the religious and philosophic 
back-ground of the drama, and gives a Synopsis of the characters with 
their development in the play. The Notes aim to leave no real diffi- 
culty unexplained, and in the light of the best scholarship of to-day to 
interpret faithfully the thought of the author. 
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Goethe 's Faust. 

Erster und Zweiter Theil. Two volumes. Edited by Calvin Thomas, Pro- 
fessor of the Germanic Languages and Literatures, University of Michigan, 
Part I. Cloth. 435 pages. Introduction price, $1.12. By mail, $1.25. 

THE distinctive featuse of this edition of Faust — at least its most 
prominent distinctive feature — is that it presents the entire 
poem. Hitherto, although the First Part has been repeatedly edited, 
no complete edition of the work has been prepared for English-speak- 
ing students. The reason of this State of affairs is not hard to com- 
prehend; it lies in the all too general neglect of the Second Part. 
Notwithstanding that this portion of the drama has been several times 
translated, and notwithstanding that individual scholars have long 
since feit its power and recognized its value, it has been slow in win- 
ning its way to the general favor that it deserves. 

It is believed that American students of Goethe will now welcome 
a complete American edition of the poet's great work. The vol- 
umes are edited throughout on philological principles. The aim is, 
first, to throw light upon real difficulties of the text ; at the same 
time the larger questions of criticism and Interpretation are not neg- 

lected even if they must be treated briefly. 

[Part ff. in preparation. 

L. B. Horning, Prof. of German, 
Victoria Univ., Toronto, Ont.: It is as per- 
fect as an edition of Faust can well be, 
and it is pleasant to find an editor who 
can be in füll sympathy with his work 
without losing his balance. 

Henry B. Longden, Prof. of Ger- 
man, De Pauw Univ.: I am delighted 
with it, andknow of no edition comparabie 
to it. I shall use it with my class. 

A. R. Hohlfeld, Prof. of Ger man, 
Vanderbilt Univ.: I am delighted with 
the edition, which is not only eminently 
useful, but also a credit to the country. 
I have already introduced it. 

Literarisches Oentralblatt, 

Leipzig: Wir wollen uns alles Bekritteins 
enthalten, angesichts eines Buches, das 
im Ganzen durchaus lobenswerth er> 
scheint. 



Kuno Francke, Astt. Prof of Ger- 
man, Harvard Univ., in " The Nation: 
It is not too much to say that of all the 
editions which thus far have appeared in 
this country or in England, this is by all 
odds the most scholarly and comprehen- 
sive. Its distinguishing feature is the 
spirit of directness and common sense 
that pervades it from beginning to end. 
It will mark an important step in the 
history of Goethe study in America. 

M. D. Learned, Ass't. Prof of Ger* 
man, John Hopkins Univ.: A vast stride 
forward in Faust study in America. This 
edition is marked by comprehensiveness 
of plan, wise selection of material, and 
clearness of Statement. 

A. H. Palmer, Prof of German 
Lang, and Lit., YaU Univ.: Beyond 
question the best edition with English 
apparatus. 
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GERMAN GRAMMARS AND READERS. 

JoyneS-Meissner German Grammar. A working Grammar, sufficiently element- 
ary for the beginner, and sufficiently complete for the advanced Student Half leather. 

$1.12. 

Alternative Exercise8. Can be used, for the sake of change, instead of those in 
ihtJoyngf-Meissrur itself. 54 pages. 15 cts. 
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Harris'S German CompOSltiOtl. Eitrmemary, progressive, and varied selections, 
with füll notes and vocabulary. Cloth. 50 cts. 
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contains complete selections in prose and verse, and has a complete vocabulary, with 
appendixes, also English Exercises based on the text. Half leather. 90 cts. 

Deutsches CollOquial German Reader. Anecdotes as a basis for colloquial work, 
followed by tables of phrases and idioms, and a select reader of prose and verse, with 
notes and vocabulary. Cloth. 90 cts. 

Boisen'S German PrOSe Reader. Easy, correct, and interesting selections of graded 

?rose, with copious notes, and an Index to the notes which serves as a vocabulary. 
loth. 90 cts. 

Grimm'8 Märchen and Schiller's Der Taucher (Van der Smissen). Bound in 

one volume. Notes and vocabulary. The Märchen in Roman type ; Der Taucher in 
German type. 65 cts. 

Andersen* S Märchen (Super). Easy German, free from antiquated and dialectical ex- 
pressions. With notes and vocabulary. Cloth. 70 cts. 

Heath'8 German-English and English-German Dictionary. Recommended 

at all the Colleges as f ully adequate for the ordinary wants of the Student. Cloth. Re- 
tail price, $1.50. 
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Volkmann' 8 Kleine Geschichten. Four very easy tales, with notes and vocabulary 
by Dr. Wilhelm Bernhardt, Washington, D.C. Paper. 00 pages. 30 cts. 

S tonn 'S Immensee. With notes and vocabulary by Dr. Wilhelm Bernhardt, Washing- 
ton, D.C. i9o pages. Cloth, 50 cts., paper, 30 cts. 

Andersen' S Bilderbuch Ohne Bilder. With notes and vocabulary by Dr. Wilhelm 
Bernhardt, Washington, D.C. Paper. 130 pages. 30 cts. 
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and with vocabulary. Paper. 83 pages. 25 cts. 

Von Hillem's Höher als die Kirche. With notes by S. W. Oary, and with a 
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Hauff's Das kalte Herz. With n<*es and vocabulary by Professor Van der Smissen 
of the University of Toronto. Cloth. 19a pages. (In Roman type.) 65 cts. Paper, 
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Ali Baba and the Forty Thieves. With introduction by C. H. Grandgent, Direc- 
tor of Modern Language Instruction, Boston Public Schools. No notes. Paper. 53 
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Schiller 1 S Der Taucher. With notes and vocabulary by Professor Van der Smissen 
of the University of Toronto. Paper. 24 pages. 12 cts. 
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Wilhelm Bernhardt, Washington, D.C. Cloth. 17z pages. 60 cts. 
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ington University, St. Louis. Paper. 54 pages. so cts. 
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Riehl'8 Der Fluch der Schönheit. With notes by Professor Thomas of the Uni- 
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Fran$0is'8 PhOSphorUS Hollunder. With notes by Oscar Faulhaber. Paper. 77 
pages. 20 cts. 

Onkel Und Nichte. An original story by Oscar Faulhaber. No notes. Paper. 64 
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Freytag'S Die Journalisten. With commentary by Professor Toy of the University 
of North Carolina. 168 pages. Cloth, 50 cts., paper, 30 cts. 
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